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BOLOGNESE  MANUSCRIPT. 


PRELIMINARY  OBSERVATIONS. 

This  MS.  is  of  the  fifteenth  century.  It  is  a  small 
volume  in  duodecimo,  on  cotton  paper,  and  is  pre- 
served in  the  Library  of  the  R.  R.  Canonici  Regolari 
in  the  convent  of  S.  Salvatore  in  Bologna.  It  is  num- 
bered 165.  On  the  outside  of  the  fly-leaf  is  written 
"  D'acquisto  di  D.  Gio.  Giuseppe  Trombelli,"  and  on 
the  other  side  of  the  same  "  Libro  di  P.  Gio.  Batta 
Nozzi,  di  carte  240." 

The  first  intimation  we  had  of  the  existence  of  this 
MS.  was  from  the  3rd  series  of  the  "  Memorie  di  Belle 
Arti,"  p.  Ill,  of  Sig.  Gualandi  (Bologna,  1842),  who 
mentions  that  it  was  with  other  MSS.,  in  number  about 
500,  carried  to  Paris,  where  the  words  "  Bibliotheque 
Nationale"  were  stamped  on  it,  and  whence  it  has  been 
since  restored  to  its  original  depository. 

On  my  arrival  at  Bologna  Sig.  Gualandi  very  kindly 
introduced  my  son  to  the  Generale  of  the  Canonici 
Regolari  at  the  convent  of  S.  Salvatore,  and  obtained 
permission  for  him  to  copy  it. 

It  is  a  book  of  recipes  rather  than  a  treatise,  and 

affords  interesting  notices  of  all  the   decorative   arts 

practised  at  that  period  in  Bologna.     The  arrangement 
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is  systematic,  and  I  consider  it  an  arranged  collection,^ 
the  author  having  copied  different  recipes  as  he  became 
acquainted  with  them,  and  arranged  them  in  their 
proper  places,  leaving  blank  sheets  between  each  chap- 
ter or  subject,  for  additional  recipes.  The  name  of  the 
author  does  not  appear ;  but  as  we  find  that  the  last 
sections  in  many  of  the  chapters  are  written  in  a  dif- 
ferent character,  it  may  safely  be  inferred  that  these 
additions  were  made  at  a  period  somewhat  later  than 
the  rest  of  the  MS.,  and  probably  after  the  death  of  the 
original  collector.  The  additions,  which  appear  by  the 
handwriting  to  have  been  made  at  least  half  a  century 
after  the  other  part  of  the  work,  are  written  with  fewer 
contractions,  in  a  more  running  character,  and  with  finer 
strokes  to  the  letters ;  the  black  ink  is  not  so  pale,  and 
the  rubrics  have  nearly  disappeared,  while  those  of  the 
earlier  writing  are  as  bright  as  at  first  The  later  sec- 
tions are  distinguished  in  the  present  work  by  the  letter 
B  in  the  margin. 

The  language  in  which  the  MS.  is  written,  is  some- 
times Italianised  Latin,  and  sometimes  Italian,  with  a 
mixture  of  Latin  words,  as  was  usual  at  that  period,  and 
the  different  recipes  contain  words  from  most  of  the 
dialects  of  Northern  Italy,  in  which,  however,  the  Lom- 
bard seems  to  prevail,  and  the  same  word  is  firequently 
spelled  in  three  or  four  different  ways. 

The  precise  date  of  the  MS.  is  not  mentioned,  but 
there  are  allusions  to  circumstances  which  seem  to  fix 
the  date  to  the  first  quarter,  or  at  latest,  to  the  middle 
of  the  fifteenth  century. 


1  That  some  of  the  recipes  were  copied  is  proved  bj  the  occasional  blanks 
that  are  left  in  the  MS. 
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In  No.  136  is  a  recipe  for  making  a  "  colore  car- 
dinalesco,"  in  the  later  handwritiug.  Now  the  "  colore 
cardinalesco"*  at  this  period  was  crimsarij  as  appears 
jrom  this  chapter,  and  not  scarlet.  As  the  Cardinals 
did  not  assume  the  red  dress  until  1464,*  it  follows 
that  this  additional  chapter  must  have  been  written 
previous  to  this  date,  and  therefore  that  the  original 
MS.  was  some  years  older.  The  author  also  desires 
that  alabaster  of  Constantinople  should  be  used  for  a 
certain  purpose,  a  proof  that  the  communication  with 
that  city  still  subsisted.  This  city  was  taken  by  Ma* 
homet  in  1452,  and  it  is  well  known  that  the  import- 
ation of  pigments  was  impeded,  if  not  altogether 
stopped,  when  the  Turks  became  masters  of  Constan- 
tinople. (See  Agricola,  de  Metallicis.)  The  different 
articles  mentioned  in  the  MS.  show  that  Bologna  at 
this  period  had  considerable  intercourse  with  other 
states.  We  find  Giallolino  and  Azzurro  della  Magna, 
Spanish  pitch,  Roman  tin,  Venetian  tin,  Alexandrine 
borax,  lapis  lazuli  from  Damascus  and  Cyprus,  sand 
from  the  Yal  d' Arno,  besides  the  usual  gums  and  resins, 
Indian  lac,  indigo,  &c. 

The  first  five  books  treat  of  the  preparation  and 
manufacture  of  blue,  green,  and  lake-coloured  pigments. 
The  first  book  treats  of  natural  blue  pigments,  by  which 
we  learn  the  old  masters  possessed  two,  namely.  Ultra- 
marine and  the  Azzurro  della  Magna  of  Cemiini,  also 
called  in  this  MS.  Azzurro  Todesco  or  Azzurrum  Teo- 
thonicum,  Azzurro  Spagnolo,  and  Azzurro  di  Lombardia. 
The  author  teaches  how  to  distinguish  one  pigment 
from  the  other,  and  to  prepare  both  for  painting.     The 

1  See  note  by  Sig.  Tambroni  to  Cap.  42  of  the  Treatise  of  Cennini. 
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second  book  treats  of  factitious  mineral  blue  pigments. 
The  third  book  of  blue  pigments  made  from  flowers. 
The  fourth  treats  of  green  pigments.  The  fifth  book 
shows  that  at  this  period  lakes  were  made  from  lac, 
fi-om  kermes,  and  from  Brazil  wood,  which  last  is 
identified  with  verzino  — "  verzino  o  vero  Brasilio." 
The  sixth  book  is  devoted  to  the  composition  of  "  por- 
porino,"  which  was  an  imitation  of  gold.  It  also  con- 
tains directions  for  gilding. 

The  seventh  book  is  a  practical  course  of  painting 
after  the  manner  of  Magister  Jacobus  de  Tholeto,  who 
was  probably  a  Spaniard.^ 

This  book  also  commences  with  recipes  in  Italian 
for  making  certain  colours,  among  which  is  the  "  arzica" 
of  Cennini,  and  then  follow  directions  in  Latin,  which 
appear  to  be  from  an  older  work,  "  ad  fatiendum  incar- 
natum  pro  incarnare  figuras,"  "  ad  incamandum  cru- 
cifixum,"  "  ad  fatiendum  incarnatum,"  &c.  The  author 
also  gives  instructions  for  preparing  panels,  and  "  gesso 
sottile  "  for  painting. 

The  style  of  painting,  as  appears  from  Hie  seventh 
book,  resembled  that  which,  according  to  Malvasia,  pre- 
vailed in  Bologna  in  the  early  part  of  the  fifteenth  century. 

If  we  may  be  allowed  to  form  an  opinion  of  the  skill 
of  Magister  Jacobus  from  his  writings  instead  of  his 
paintings,  I  fear  we  cannot  assign  him  a  high  rank  as  a 
painter-  The  flesh  colour  was  first  to  be  laid  on,  then 
the  eyes  and  outlines  of  the  limbs  were  to  be  marked 
with  black,  the  eyebrows  with  sinopia  and  black,  the 
pupils  of  the  eyes  black,  and  a  shade  of  sinopia  under 

1  See  No.  245.  There  was  a  Spanish  college  at  Bologna ;  and  S.  Maria 
Maddalena,  formerly  an  hospital  under  the  title  of  S.  Onofrio,  was  built 
in  1343  for  the  Spaniards. 
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the  chin.  These  directions  are  sufficient  to  identify 
Jacobus  with  one  of  those  painters  who  were  contem- 
porary with,  or  immediate  successors  of  Lippo  Dal- 
masio,  described  by  Malvasia/  who,  uninfluenced  by 
the  good  example  of  Lippo,  persisted  in  following  the 
barbarous  Greek  style  introduced  from  Constantinople* 
These  artists  lived  in  Bologna  during  the  latter  end  of 
the  fourteenth  and  beginning  of  the  fifteenth  century. 
Pietro  di  Lianori,  who  retained  the  Greek  manner,  and 
who  surrounded  his  figures  with  black  outlines,  painted 
in  the  year  1415  a  picture  in  the  ancient  church  of 
S.  Fidriano  di  Lucca  in  Bologna,  tiien  belonging  to  tiie 
K.  R.  Canonici  Regolari,  in  whose  lil»-ary  the  original 
MS.  from  which  the  present  is  copied  is  still  preserved, 
and  there  is  nothing  unreasonable  in  supposing  that  the 
MS.  may  describe  his  method  of  painting. 

The  vehicle  used  by  Jacobus  appears  to  have  been 
egg  and  gum-water,  but  when  it  was  required  to  make 
a  drapery  of  a  fine  and  beautifiil  rose  colour,  lac  and 
ceruse  were  ground  with  linseed  oil  and  white  of  egg. 

Afler  this  we  have  an  "  aquam  que  est  bona  ad  po- 
nendum  super  figuris  et  altris  miniis.**  This  consists 
of  oil  of  aloes,  linseed  oil,  and  **vernice  liquida.'*  And 
in  order  that  no  information  should  be  wanting  to  his 
readers.  Jacobus  de  Tholeto  tells  us  how  to  make  lin- 
seed oil,  and  then  how  to  make  "  vernice  liquida,"  for 
which  he  gives  two  recipes,  the  first  made  of  linseed 
oil  and  "  gomma  de  gineparo,"  the  second  of  linseed 
oil,  roche  alum,  and  incense.* 

1  Felsina  Pittiice,  vol.  i.  pp.  30,  31. 

2  A  third  recipe,  probably  written  by  a  later  hand,  for  vernice  liquida 
made  of  linseed  oil  and  "  vernice  da  scrivere,*'  is  given  in  No.  262. 
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It  was  the  belief  of  Malvasia  and  Tiarini,^  that 
Lippo  Dalmasio  and  Pietro  Lianori,  both  of  whom 
must  have  been  contemporaries,  or  nearly  so,  with  the 
author  of  this  MS^  painted  in  oil ;  but  chemists  have 
asserted  that  it  is  impossible  to  decide  whether  paint- 
ings have  been  executed  with  colours  mixed  with  oil,  or 
whether  they  have  been  painted  in  distemper  and  then 
varnished. 

There  is  nothing  in  the  present  MS.  to  show  that 
the  art  of  painting  in  oil  was  known  at  this  period  in 
Bologna  (otherwise  than  in  the  imperfect  manner  before 
mentioned),  although  there  is  proof  that  the  effects  of 
boiling  the  oil,  and  not  only  of  boiling,  but  of  setting 
fire  to  it,  were  well  understood.  It  is  therefore  pro- 
bable, that  the  old  pictures  in  Bologna  which  Malvasia 
says  were  painted  in  oil,  were,  in  fact,  painted  in  dis- 
temper,  and  then  covered  with  the  varnish  described 
in  the  MS. ;  for  if  painting  in  oil  had  been  practised  at 
Bologna  at  the  time  the  MS.  was  written,  the  author 
could  scarcely  have  failed  to  become  acquainted  with  it, 
and  to  record  it  in  his  work,  as  St.  Audemar,  Le  Begue, 
and  Cennini  have  done. 

The  art  of  distilling  oils  was  also  known  and  prac- 
tised at  this  time  in  Italy,  for  the  distilled  or  volatile 
oil  of  linseed  is  mentioned  in  No.  238,  accompanied 
with  a  remark,  that  colours  mixed  with  it  will  last  for 
ever;  and  spirit  of  turpentine,  the  "acqua  di  ragia"  of 
the  Italians,  is  also  spoken  of  in  No.  246. 

In  No.  236  directions  are  given  for  preparing  earths 
for  use  "  in  muro  o  in  calcina."     As  these  were  tem- 


1  Felsina  Pittrice,  vol.  i.  p.  27. 
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pered  with  strong  gum  water,  or  with  the  white  and 
yolk  of  an  egg  well  mixed,  and  beaten  with  the  branch 
of  a  fig-tree  cut  into  small  pieces,  it  is  clear  that  the 
author  does  not  speak  of  painting  in  "  buon  fresco ;"  at 
the  same  time  it  is  doubtful  whether  he  is  speaking  of 
painting,  or  merely  of  the  letters  or  legends  which  were 
at  that  time  frequently  written  on  pictures. 

The  next  subject  treated  of  is  the  making  of  artificial 
gems,  in  which  the  author  appears  to  have  again  had 
the  assistance  of  his  Spanish  friend.  The  base  of  these 
factitious  gems  consists  principally  of  a  glass  composed 
of  crystal,  calcined  stag's  bones,  and  sal  alkali,  without 
lead. 

The  early  recipe  in  No.  268  for  colouring  glass  red 
with  copper,  will  be  read  with  interest.  The  art  of 
composing  this  colour  was  lost,  although  recipes  for  it 
have  always  existed.  The  note  in  the  text  alludes  to  a 
diflSculty  which  exists  in  preparing  this  colour,  from  the 
tendency  of  the  copper  to  pass  into  the  state  of  peroxide, 
in  which  state  it  tinges  glass  green/ 

The  application  of  the  diamond  to  cutting  glass  was, 
it  is  said,  suggested  by  the  well-known  anecdote  of 
Francis  I.,  who,  in  order  to  let  the  Duchess  d'Estampes 
know  that  he  was  jealous,  wrote  the  following  lines  on 
a  pane  of  glass,  which,  says  Le  Vieil  (De  la  Peinture 
sur  Verre,  p.  206),  may  still  be  seen  in  his  castle  of 
Chambord : — 

"  Sou  vent  femme  varie 
Mai  habil  qui  s'y  fie." 

"  The  effect,"  he  continues,  "  of  the  impression  of 
one  of  the  points  of  this  diamond  on  the  glass,  caused 

1  See  Beckmann*s  Inventions,  tit.  Coloured  Glass,  which  contains  some 
interesting  notices  respecting  this  colour. 
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it  to  be  remarked  that  the  characters  were  not  only  en- 
graved on  it,  but  that  the  glass  was  actually  cut ;  thus 
an  accident  proved  that  the  diamond  was  adapted  for 
cutting  glass,  and  doubtless  gave  rise  to  the  practice 
which  soon  became  general.** 

It  is  a  pity  to  spoil  so  good  a  story  by  proving  the 
invention  to  be  older,  but  the  truth  must  be  told,  and  it 
will  be  seen  by  No.  217,  that  the  art  of  cutting  glass 
with  a  diamond  was  known  and  practised  in  Italy  at 
the  period  when  this  MS.  was  written,  that  is,  more 
than  a  century  previous  to  the  time  of  Francis  I.  The 
circumstance,  trifling  as  it  may  appear,  is  useful  in  ascer- 
taining the  period  when  coloured  glass  was  executed. 

The  same  chapter  (No.  217)  also  proves  that  the  art 
of  corroding  glass  by  means  of  an  acid  was  known  and 
practised  contemporaneously  with  the  last-mentioned 
invention.  The  directions  for  preparing  the  acid  liquor 
are  so  clear  as  to  place  this  beyond  a  doubt.  "When,*' 
says  the  author,  "  you  wish  to  use  this  liquor,  take  equal 
quantities  of  each  of  these  three  waters ;  mix  them  to- 
gether, draw  with  the  mixed  liquor  upon  the  glass,  and 
it  will  be  cut  exactly  as  you  wish  wherever  it  is  wetted 
by  this  water."  The  fact  of  the  three  liquids  being 
kept  in  separate  bottles  is  a  proof  of  their  effects  when 
mixed.  They  would  probably  have  corroded  the  glass, 
which  perhaps  contained  lead  or  other  metals,  easily 
acted  upon  by  acids. 

The  invention  of  this  art  has  been  attributed  by 
Beckmann  to  Henry  Schwanhard,  glass-cutter  to  the 
Emperor  Rudolph  in  1670 ;  and  the  invention  is  said 
to  have  originated  in  the  following  occurrence:— Some 
aqua-fortis  having  one  day  fallen  accidentally  on  the 
spectacles  of  Schwanhard,  the  glass  was  corroded  by  it. 
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and  irom  this  he  learned  to  make  a  liquid  by  ^hich  he 
could  etch  writing  and  figures  upon  plates  of  glass.* 
Beckmann  remarks,  that  it  is  not  known  how  Schwan- 
hard  prepared  this  liquid,  and  that  '^at  present  we  are 
acquainted  with  no  acid,  but  that  of  fluor-spar,  which 
will  corrode  every  kind  of  glass."  * 
.  The  conclusion  of  the  same  chapter  in  the  MS., 
No.  217,  also  shows  that  glass  mirrors  were  in  general 
use.' 

It  will  also  be  observed,  that  the  art  of  painting  on 
glass  with  enamels  of  various  colours  is  distinctly  de- 
scribed in  No.  270 ;  and  the  "  smalti,"  or  enamels,  are 
also  mentioned  in  No.  1 .  It  is  usually  considered  that 
these  were  not  in  use  until  after  the  middle  of  the  six- 
teenth century :  the  chapter  in  the  text  will,  I  think, 
disprove  this  fact.  The  same  "  smalti "  are  also  men- 
tioned in  the  MS.  of  the  Marciana  (No.  325,  which  is 
of  the  sixteenth  century),  with  the  additional  information 
that  they  were  brought  from  Germany.  It  is  probable, 
therefore,  that  they  were  in  general  use  for  painting 
on  glass  in  Italy  during  the  fifteenth  and  sixteenth 
centuries.  Gaye  has  shown*  that  the  windows  in  the 
Duomo  d'Arezzo,  painted  in  1477  by  Frati  Cristo- 
phano  and  Bernardo,  were  to  be  executed  with  colours 
**  cotte  al  fuoco  e  non  messi  a  olio."  The  colours 
■^*  cotte  al  fiioco  **  were,  probably,  these  smalti,  or  enamel 
colours. 

^  See  Sandrart,  Teutsche  Akademie,  vol.  i.  p.  346 ;  Doppelmayer,  p. 
250. 

s  Inventions,  tit  Glass-cutting. 

3  Glass  mirrors  are  known  with  certainty  to  have  been  used  in  the  thir- 
teenth century. 

^  Carteggio  Inedito  d'Artisti,  vol.  ii.  p.  446. 
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This  MS.  also  gives  the  composition  of  the  old  pig- 
ment Giallolino,  which  was  made  of  lead,  tin,  red  lead, 
and  sand ;  and  a  method  of  applying  leaf  gold  on  glass, 
in  which  a  solution  of  borax  is  the  flux. 

The  author  next  treats  of  Mosaics,  and  first  of  the 
white  material  which  serves  as  a  base  for  the  colours. 
The  blue  colour  is  produced  by  adding  ultramarine  to 
the  white  material.  The  red  colour  for  the  Mosaics 
is  formed  of  tin  and  calx  of  gold,  with  other  ingre- 
dients, thus  affording  a  certain  proof  of  the  antiquity  of 
red  colours  produced  from  gold.^  While  on  the  sub- 
ject of  the  production  of  colours  from  gold,  it  may  be 
mentioned  that  in  No.  32  there  is  a  description  of  the 
process  of  procuring  a  purple  from  gold,  by  dissolving 
it  in  aqua  regia  (nitro-muriatic  acid),  and  then  preci- 
pitating it  with  the  oxide  of  tin,  a  process  which  seems 
analogous  to  the  preparation  of  the  purple  of  Cassius, 
and  the  date  of  this  must  be  at  least  150  years  previous 
to  the  first  notice  of  the  purple  of  Cassius  in  the  his- 
tory of  art.  It  will  also  be  observed  that  No.  318  de- 
scribes a  yellow  colour  for  painting  made  from  silver, 
the  discovery  of  which  has  been  ascribed,  although 
without  sufllcient  foundation,  to  Van  Eyck.  The  pro- 
duction of  a  yellow  colour,  for  painting  on  glass,  from 
silver,  has  always  been  attributed  to  the  Flemings ;  but 
this  recipe  bears  strong  evidence  of  a  French  origin,  for 
French  ochre  is  directed  to  be  used,  and  the  ingredients 
are  weighed  by  the  usual  French  weights  "denari.** 
At  the  same  time,  however,  it  will  be  observed  that  the 

1  Mr.  Hendrie  (Theoph.  £.  E.  p.  174)  quotes  some  recipes  for  factitious 
gems  from  an  old  MS.  in  the  British  Museum  (Sloane  MSS.,  No.  3661),  in 
ii^hich  gold  is  used. 


PRELIMINARY  OBSERVATIONS.  335 

word  "giaUo**  is  written  according  to  the  Venetian 
dialect  The  term  "  anconitani "  proves  that  it  was  in 
use  in  Italy,  and  probably  for  painting  on  pottery  as  well 
as  on  glass.  No.  322  also  describes  a  gold  colour  made 
from  silver,  for  painting  vases  previously  glazed.  This 
is  one  of  the  additional  chapters,  and  may  therefore 
have  been  written  at  a  later  period. 

The  next  subject,  glazes  for  pottery,  is  interesting 
because  it  shows  what  glazes  were  in  use  at  this  period. 
The  base  of  the  glaze  employed  was  tin,  to  which  was 
generally  added  Marzachotta,  which  was  not  the  yellow 
oxide  of  lead,  but  probably  a  kind  of  frit  like  the  com- 
position called  Mastichot,  or  Massicot,  by  the  Dutch. 

The  colour  with  which  the  vases  of  Majolica  and 
Damascus  were  painted  is  also  described.  These  vases 
were  known  in  Italy  in  the  beginning  of  the  fifteenth 
century.  They  are  mentioned  by  Cennini  as  well  as 
by  the  author  of  this  MS.,  and  in  neither  case  as 
novelties. 

Vasari  attributes  the  invention  of  glazing  pottery 
with  a  vitreous  glaze,  composed  of  tin,  litharge,  anti- 
mony, and  other  materials,  to  Luca  della  Robbia ;  now 
many  of  the  glazes  mentioned  in  this  MS.  contain  tin 
and  litharge  [terraghettaj,  but  none  contain  antimony. 
It  is  also  worthy  of  remark,  that  one  of  the  recipes 
teaches  how  to  make  blue  in  relief  in  the  Florentine 
method.  Some  of  these  recipes  may,  therefore,  have 
been  similar  to  those  used,  or  invented,  by  Luca  della 
Robbia.^     They  certainly  existed  in  Italy  during  the 

1  Vasari  (vol.  ii.  p.  47)  says  Luca  was  born  at  Florence  in  1388.  Passeri 
also  (Storia  delle  Pitture  in  Majolica  fatte  in  Pesaro  e  ne'  luoghi  circonvi- 
cini)  attributes  the  invention  of  this  art  to  Luca ;  others,  observes  Lanzi, 
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period  when  Luca  was  living,  and  are  not  mentioned 
as  new  inventions. 

"  Les  pieces  d'art,*'  says  M.  de  Brongniart,  in  his 
Traitfe  des  Arts  C6ramiques,^  "dues  a  cette  famille d'ar- 
tistes  Faienciers '  [the  family  of  Luca],  ont  pour  gla- 


vol.  li.  p.  118,  say  the  art  was  brought  from  Chioa,  whence  it  passed  into 
the  island  of  Majorca,  and  from  thence  into  Italy,  where  it  was  principally 
cultivated  in  the  state  of  Urbino.  It  was  employed  not  only  for  vases  and 
table-services,  but  also  for  statues  and  groups  in  relievo,  some  of  which 
were  coloured.  The  art  reached  the  highest  point  of  perfection  in  the 
period  between  1540  and  1560.  During  this  short  interval  were  executed 
the  most  beautiful  vases  and  table-services  that  were  ever  made  of  this 
material.  (See  De  Brongniart,  Traits  des  Arts  C^ramiques,  p.  58.)  In 
the  early  part  of  the  fifteenth  century  Giorgio  Andreoli,  commonly  called 
Maestro  Giorgio,  invented  the  beautiful  ruby  red  colour  which  is  seen  on 
pottery  of  this  period.  He  worked  at  Gubbio  between  1611  and  1537. 
The  Duke  Guidobaldo  of  Urbino  took  great  interest  in  this  art,  and  main- 
tained a  factory  of  it  at  his  own  expense.  In  order  to  secure  good  designs 
he  prohibited  the  artificers  from  designing  the  works  themselves,  and  com- 
pelled them  to  use  prints  after  great  artists,  and  especially  after  Rafiaello ; 
and  this  gave  rise,  observes  Lanzi,  to  certain  reports  concerning  this  artist 
and  his  father,  and  the  nickname  of  the  *^  Boccalajo  di  Urbino,"  which 
was  given  to  the  great  painter.*  Many  designs  of  Michael  Angelo,  of 
Rafiaello  del  CoUe,  and  other  great  artists,  were  executed  in  this  mate- 
rial, and  many  painters  were  employed  in  making  designs  purposely  for  it ; 
and  Taddeo  Zuccaro  relates,  that  the  designs  for  the  service  made  for 
Philip  11.  of  Spain  were  by  Batista  Franco.  Services  were  made  also  for 
Charles  the  Fifth  and  other  princes  ;  and  they  were  held  in  such  esteem  that 
Christina  of  Sweden  offered  to  replace  with  silver  vessels  those  which  are 
now  in  the  S.  Casa  at  Loreto,  which  she  desired  to  possess.  See  Lanzi, 
vol.  ii.  p.  117 — 120.  De  Brongniart,  Traits  des  Arts  Ceramiques,  pp.  55 
—59. 

1  See  Traits  des  Arts  Ceramiques  ou  des  Poteries  considdr^s  dans  leur 
histoire,  leur  pratique,  et  leur  th^orie.  Par  Alex.  Brongniart.  2  vols.  8vo. 
Paris,  pp.  55 — 57. 

2  The  French  term  "  fayence,"  earthenware,  was  derived  from  Faenza, 
in  Italy,  where  it  was  formerly  made. 


^  Another  reason  for  this  appellation  was,  that  one  of  the  most  skilfiil  painters 
of  this  porcelain  was  also  called  Rafiaello — ^his  surname  was  Ciarla.  His  works 
then  were  truly  said  to  have  been  painted  by  Bafiaello,  and  the  vulgar  supposed 
they  were  by  Raffaello  Sanzio.    See  Lanzi,  vol.  ii.  p.  119,  n. 
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9ure  un  veritable  6mail  stannifere,  bien  glace,  dur,  sans 
ger^ure."  The  principal  colours  employed  are,  accord- 
ing to  the  same  writer : — 

A  tolerably  pure  yellow,  produced  by  lead  and 
antimony. 

An  opaque,  pure,  and  dark  blue ;  sometimes  like 
enamel,  sometimes  as  if  applied  on  the  surface. 

Copper  green. 

The  dirty  violet  from  Manganese. 
He  adds,  '^  These  baked  earths,  with  ornaments  in 
relief  of  white  and  coloured  enamels,  were,  for  some 
time,  the  only  coloured  stanniferous  pottery  made  in 
Italy.  The  manufacture  of  this  varnished  pottery, 
which  Passeri  calls  ^  semi-porcelain,'  is  still  continued 
at  Pesaro.     This  glazing  was  very  beautiful." 

It  is  evident  that  the  pottery  described  by  M.  de 
Brongniart  resembles  that  for  which  the  recipes  are 
given  in  the  MS.  They  have  the  same  ornaments  in 
relief  of  white  and  colours,  and  the  colours  used  appear 
to  be  nearly  the  same. 

The  principal  variation  is  in  the  yellow,  which  De 
Brongniart  states  consisted  of  lead  and  antimony ;  but 
he  does  not  add  that  this  statement  is  the  result  of  ana- 
lysis ;  and  he  may  have  named  antimony  on  the  autho- 
rity of  Vasari,  who  wrote  above  100  years  afler  the 
death  of  Luca,  and  who  might  therefore  have  been  de- 
ceived as  to  the  time  when  antimony  was  first  used.  It 
will  be  seen  by  referring  to  the  MS.,  that  the  yellows 
were  produced  by  lead  (see  Nos.298,299),  and  by  silver 
(see  No.  318). 

The  pure,  dark,  opaque  blue  appears  to  have  been 
ultramarine.  In  No,  303,  the  blue  colouring  matter  is 
called  Zafirro,  and  in  other  recipes  "  azurro"  only ;  but 
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to  judge  from  the  colour  and  appearance  of  the  blue  oa 
old  Italian  pottery,  there  is  every  probability  that  it  was 
produced  by  ultramarine. 

The  copper  greens  are  mentioned  in  Nos.  300,  30 1 ; 
the  violet  azure  in  No.  311.  The  latter  was  produced 
by  adding  Manganese  to  the  azure. 

This  is  the  only  colour  approaching  to  red  which  is 
mentioned  in  these  recipes,  excepting  that  which  may 
be  produced  by  exposing  "  crocus  martis  "  to  the  actioa 
of  fire,  for  the  colouring  of  the  Damascus  or  Majolica 
vases.     See  No.  316. 

The  recipe  in  No.  284,  for  making  a  baked  vase 
white  without  painting  it,  is  worthy  of  notice  as  a  his- 
torical fact ;  because  Fasseri,  the  great  authority  on  this 
subject,  says,  "  It  was  only  towards  the  year  1500,  that 
the  idea  occurred  at  Pesaro,  of  employing  this  stanni- 
ferous glaze,  as  the  glazing  of  earthenware,  and  as  the 
white  ground,  on  which  were  executed  those  beautifiil 
paintings,  which  have  given  so  much  celebrity  to  this 
pottery,  under  the  name  of  Majolica,  and  even  under 
that  of  porcelain,  a  name  which  it  owes  to  the  beauty 
of  its  enamel." 

It  is  singular  that  although  the  author  treats  of 
making  artificial  gems  of  glass,  of  Mosaics,  and  of 
glazes  for  pottery,  he  should  have  omitted  to  treat  of 
painting  on  glass ^  for  windows;  which  was  certainly 
known  long  previous  to  the  date  of  this  MS.,*  and  which 
was  practised  at  this  period  in  England,  France,  Flan- 
ders, Germany,  and  in  some  parts  of  Italy. 


1  Unless  windows  may  be  included  under  the  head  of  '^  any  other  works 
in  glass,"  in  No.  270. 

s  See  the  MSS.  of  Theophilus,  Book  ii.,  and  of  Eraclius. 
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On  looking,  however,  into  the  early  history  of  Bo- 
logna, it  will  be  found  that  the  most  ancient  painted 
glass  in  that  city  (which  is  in  the  Church  of  S.  Pe- 
tronio)  was  not  executed  until  the  middle,  or  end,  of 
the  fifteenth  century  (consequently  after  the  date  of  this 
MS.)  by  a  lay  Dominican,  Beato  Giacomo  da  Ulmo,* 
who  was  much  addicted  to  painting,  or,  as  it  was  then 
called,  "writing*'  on  glass;  and  who  "was  the  only 
person  at  that  period  who  practised  this  art  in  Bologna.*' 

But  although  our  author  does  not  mention  painted 
glass  windows,  he  mentions  three  substitutes,  or  imita- 
tions,  which,  he  says,  «will  appear  Uke  real  glass." 
The  first*  consists  of  parchment,  which  is  to  be  painted, 
and  then  varnished  on  the  painted  side ;  the  second 
of  parchment  painted,  and  then  covered  with  a  eoudi<l  ' 
of  linseed  oil ;  the  third  of  linen  also  painted,  and  var- 
nished with  Vernice  Liquida. 

It  is  not  mentioned  whether  these  windows  were  in* 
tended  for  churches  or  private  houses. 

The  MS.  concludes  with  a  treatise  on  dyeing  silks, 
thread,  linen,  and  leather ;  on  the  last  subject  it  is  very 
voluminous.  To  these  are  added  a  few  miscellaneous 
recipes,  among  which  are  some  for  glues  and  cements 
of  various  kinds. 

The  unfinished  Table  of  Contents  is  by  another  hand, 
probably  df  the  seventeenth  century. 

1  B.  Giacomo  was  bom  at  Ulm  in  Germany  in  1407.  In  his  youth  his 
devotion  led  him  to  Rome,  then  he  became  a  soldier.  Afterwards  he  went 
to  Bologna,  where  he  assumed  the  habit  of  a  lay  Dominican,  and  gave 
himself  up  to  pdnting  on  glass  and  working  miracles.  He  died  in  the 
odour  of  sanctity  in  1491.  See  the  Guida  di  Bologna.  Marchese,  Vite 
de'  Pittori,  &c.,  Domenicani. 
See  No.  165. 

VOL.  II.  C 
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SECRETS   FOR   COLOURS. 


HERE  BEGINS  A  TREATISE 

ON  PREPARING  VARIOUS  KINDS  OP  NATURAL  AZURES.  AND 
FIRST  WE  MUST  TREAT  OF  THE  KNOWLEDGE  OF  THE 
SPECIES  AND  NATURE  OF  THE  UNDER-MENTIONED  LAPIS 
LAZULI,  FROM  WHICH  NATURAL  AZURE,  THAT  IS,  ULTRA- 
MARINE AZURE  IS  MADE.  AND  I  WILL  DESCRIBE  THE  MODE 
OF  TRYING  THE  STONE. 

1.  To  know  the  quality  and  nature  of  good  stones  without 
amalis? — Know  that  lapis  lazuli  is  a  mineral  stone  which 
comes  from  beyond  the  sea.  Many  persons  sell  it  in  powder, 
and  some  sell  it  in  entire  pieces ;  it  is  of  various  sorts,  and  one 
stone  may  be  of  much  greater  value  than  another.  Some 
stones  are  of  a  purple  colour,  and  some  of  a  dark  violet,  with 
red  veins,  and  in  some  of  the  crevices  is  red  earth ;  and  this 
stone  is  not  so  brilliant  as  smalt*  And  if  its  vein  is  white,  or 
if  there  should  be  no  spots  of  white  here  and  there  upon  it, 
and  if  it  should  break  easily,  such  stones  are  not  very  fine, 
because  you  cannot  extract  from  them  more  than  half  their 
weight  of  fine  azure ;  and  in  exchanging  these  stones  you  lose  a 
great  deal,  therefore  none  will  trouble  themselves  about  &em 
but  those  that  are  unpractised.  Many  say  that  the  best  lapis 
lazuli  is  a  stone  of  a  blue  colour,  which  appears  tcf  have  some- 
thing of  a  violet  tinge,  with  vein-like  spots  of  gold  in  it ;  and  it 
is  mixed  vdth  a  whitish  stone,  and  is  very  hard  to  break.  And 
observe  that  the  following  is  the  test  by  which  to  distinguish 
the  good  from  the  bad : — First  take  a  piece  of  the  stone  and 

1  Amalis.     Quety,  Amnlets  or  Charms  ? 

s  It  is  almost  unnecessary  to  observe  that  the  colour  we  call  Smalt  was 
not  known  until  long  after  the  date  of  this  MS. ;  I  have,  however,  retained 
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INCIPIT  TRATATUS 

]>£  KULTIS  £T  DIVEBSIB  AZURRIS  NATUBALIBUS  FIENDIS.  £T 
PBIMO  DICENDUM  EST  DE  COGNITIONE  SPETIE  ET  NATURA 
SUBSCRIPTI  LAPIDIS  LAZUUI  EX  QUO  FIT  AZURRUM  NATU- 
RALE  SCILICET  AZURRUM  OLTRAMARINUM.  ET  DICAM  D£ 
FROBATH>NE  IPSIUS  LAPIDIS, 

1.  Ad  cognoscendum  qudlitatem  et  naturam  bonorum  lapidum 
ab  aliis  sine  amalis. — Sappi  che  lo  lapis  lazuli  e  una  petra  de 
nunera  che  vieni  ultra  mare.  Molti  la  vendino  impolvere  e 
alcuni  la  vendino  impezi  integri  e  sonno  de  piu  ragioni  e  de 
molto  piu  6b,  una  pretra  die  un  altra.  Alcune  petre  sonno  de 
colore  payonazo,  alcune  de  colore  violate  scuro  e  tiene  la  sua 
vena  de  rosso  e  in  alcuni  de  li  suoi  canthoni  hala  terra  rossa  e 
non  e  la  dicta  petra  troppo  splendente  quemadmodum  de 
smalto.  £  se  la  sua  vena  fusse  bianca  o  non  fiisse  in  qua  e  in 
la  aleuna  goda  de  bianco  e  sia  tenera  a  rompere :  queste  cotale 
petre  non  sonno  troppo  fini  perche  non  se  ne  po  cavare  oltra  a 
la  meza  de  bono  azurro  e  a  mercatare  queste  cotale  petre  se  ne 
scapita  in  grosso  impero  non  se  ne  vole  impaciare  che  qua- 
lunque  non  ha  bona  pratica.  Molti  dicapo  che  lo  lapis  lazuli 
optimo  e  una  petra  che  celistrineggia  e  pare  che  tenga  in  se 
uono  colore  violate  cum  sentille  di  vene  doro  e  ha  misture  de 
petre  bianchette  e  de  asa  ben  dura  a  romperla.  £  nota  che 
questa  e  la  sperientia  de  sapere  quale  sonno  bone  e  quale  scmno 
rei.     Prima  tolli  uno  pezo  de  le  dicte  petre  e  metila  in  nel 

the  name  for  want  of  a  better  term.  I  consider  it  to  mean  those  coloured 
glasses,  or  enamels,  mentioned  in  the  MS.  of  the  Marciana,  No.  325,  which 
wece  brought  from  Germany,  and  which  were  used  in  painting  on  glass. 

c2 
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put  it  into  the  fire,  and  let  it  become  quite  red  hot,  then  take 
it  out  and  let  it  cool  by  itself;  and  when  it  is  cold,  if  the  stone 
retains  its  colour  and  does  not  become  pale,  it  is  good.  But  if 
it  both  improves  and  retains  its  colour,  it  is  both  good  and 
perfect.  As  for  those  stones  which  change  the  beauty  of  their 
primitive  colour,  we  must  consider  how  many  degrees  they 
have  changed,  because  there  are  some  stones  which  the  more 
they  lose  the  finer  they  are.  And  let  us  suppose  that  the  loss 
of  colour  does  not  proceed  from  the  quantity  of  earthy  matter 
contained  in  the  stone,  that  is  to  say,  that  what  azure  it  does 
contain  is  of  good  quality.  But  if  it  should  proceed  from  the 
mixtures  which  are  contained  in  the  stone,  we  must  neverthe- 
less consider  the  difierence  made  by  this  loss  of  colour,  because 
it  will  yield  less  ;  and  this  is  known  by  its  not  being  of  an  uni- 
form colour  after  it  has  been  in  the  fire,  but  retaining  its  colour 
better  in  one  part  than  in  another.  If  it  happens  that  the 
stone  loses  all  its  colour,  then  from  whatever  part  it  may  have 
been  dug,  it  is  not  ultramarine  and  is  not  fine,  and  conse- 
quently you  cannot  procure  ultramarine  azure  from  it,  because 
the  base  of  the  azure,  that  is  the  stone,  is  not  ultramarine. 
And  even  if  it  were  ultramarine,  it  may  contain  so  little  sub- 
stance as  not  to  make  it  worth  while  to  work  it,  because  you 
would  spend  money  without  any  advantage  whatsoever ;  and 
the  price  of  these  stones  in  Italy  commonly  varies  from  2  to  5 
ducats  a  pound,  according  as  they  are  more  or  less  fine. 

2.  To  distinguish  German  or  Teutonic  azure  from  the  other; 
and  some  notice  of  the  stone  from  which  this  German  azure  is 
made. — Know  that  the  German  azure  is  of  several  sorts,  as  is 
well  known  to  those  who  have  any  knowledge  and  experience 
of  it,  because  it  usually  contains  in  itself  the  stone  from  which 
this  colour  is  made;  it  is  partly  of  a  pale  and  opaque  blue, 
and  partly  earthy,  of  a  yellow  colour  and  frangible,  so  as  to  be 
broken  by  the  nail ;  and  these  are  the  noblest  azures  of  Ger- 
many that  are  found,  and  they  usually  appear  somewhat  trans- 
lucent or  transparent  if  you  keep  your  eyes  steadily  fixed  on 
them  ;  but  in  this  experience  is  the  best  guide.     The  value  of 
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faoco  e  farla  ben  infocare  de  vantagio  poi  il  tra  fiiora  e  lassala 
fredare  da  se  stessa  e  quando  sera  refredata  se  la  dicta  petra 
sta  in  suo  colore  che  non  smortisca  e  bona.  Ma  se  migliorasse 
collore  che  lo  mantenga  e  perfecta  e  bona.  Ma  quelle  che 
Bdutano  la  bellezza  dal  primo  collore  e  da  considerar  in  quanti 
^adi  se  mutano  per  che  ce  sonno  de  quelle  che  quanto  piu 
imontano  tanto  sonno  piu  fini.  £  poniamo  che  lo  smontare  non 
;>rocedesse  da  la  quantita  de  la  terra  de  la  petra  cio  e  che 
|uello  cotanto  che  tene  de  azurro  e  de  bona  natura.  Ma  se 
procedesse  dale  misture  che  sonno  cum  la  petra  nondimeno  e 
da  &re  la  defirentia  per  lo  callo  imperho  che  renderia  meno  e 
questo  se  cognosce  quando  e  state  in  el  fuoco  non  toma  tuta 
duno  collore,  in  alcun  luoco  se  mantieni  melglio  che  in  uno 
altro.  Ma  se  devinisse  che  la  petra  perdesse  tutto  el  colore 
suo  questa  tale  petra  de  qualunque  parte  fiissero  cavate  non 
sonno  de  ultramare  e  non  sonno  fini  e  per  consequentia  non  ne 
poresti  cavare  azurro  ultramarine  perche  lo  suo  fondamento 
cio  e  la  petra  non  e  de  de  oltramare.  £  ben  che  fussero  de 
ultramare  possino  tenere  tanto  poco  de  substantia  che  non  seria 
da  impadarsine  imperho  che  feresti  la  spesa  senza  utili  alcuno  e 
li  pregi  de  le  dicte  petre  in  nele  parte  de  ytalia  communamente 
combatino  da  li  doi  ducati  infino  in  cinque  la  libra  e  secondo 
che  sonno  piu  e  meno  belle. 


2.  Ad  cognoscmdum  azurrum  aimaneum  sive  Teothonicum 
ah  alio  et  aliquam  notiHam  ipsius  lapidis  ex  quo  fit  predictum 
azurrum  aimaneum. — Sappi  che  lo  azurro  de  la  magna  e  de  piu 
maineri  secondo  che  ello  e  manifesto  a  chi  de  esso  ha  alcuna 
notilia  e  sperientia  imperho  che  sole  havere  in  se  la  petra  che 
che  se  ne  £aL  el  dicto  azurro  parte  de  vena  camillina  e  parte 
terra  e  de  de  collore  croceo  e  sono  firangibili  a  romperle  cum 
V  ognia  e  quelli  sono  piu  nobili  azurri  de  lamagna  che  se 
trovino  e  soglino  esse  piu  penetrabili  e  trasparenti  a  chi  tiene 
ben  gliochi  fissi  in  questo  la  experientia  da  molto  piu  dotrina 
che  altra  cc^.  £  li  pregi  lore  in  partibus  ytale  combatano  dali 
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these  stones  in  Italy  varies  from  li  bolognini^  a  pound  to  20 
or  eren  30  bolognini,  when  they  are  of  rery  good  colour  and 
appearance.  And  know  that  the  price  of  the  azures,  when 
extracted  and  refined,  commonly  varies  from  1  to  3  ducats 
the  pound,  more  or  less,  according  as  they  are  moi^  or  less 
fine. 

3.  Herie  b^ffitu  the  practice  of  extracting  the  azure  from  the 
lapis  lazuli^  and  of  refining  it? — Azure  is  of  two  kinds,  namely 
natural  and  artificial ;  it  is  refined  in  the  following  manner  r — 
Take  tiie  stone,  which  is  a  mineral,  and  after  washing  it  with 
ley,  hisat  it  on  bumiiig  charcoal,  and  afterwards  extingiush  it 
in  good  and  very  strong  white  vinegar ;  then  break  it  with  a 
mallet  oh  an  iroh  anvil.  Choose  the  good  pieces,  and  grind 
them  fine  in  d  brass  tnortar  well  cotered,  lest  the  finer  particlee 
should  escape  ;  lirhen  very  finely  ground  put  the  powder  into 
an  earthen  didh  and  pour  over  it  hot  water  tx  hot  ley  with  a 
little  honey  land  day,  rubbing  the  azure  with  your  hands  or 
with  a  stick,  in  order  to  extract  the  refined  azure,  and  note 
thiat  iihe  water  comes  off  of  a  j^een  colour.  Afterwards  strain 
it  thrdtrgh  a  limen  doth  into  a  well-glazed  earthenware  basin^* 
and  jpoiir  off  the  water,  or,  still  better,  tfie  ley,  leaving  the 
powder  of  the  lapis  lazuli  settled  in  the  basin  ;  wash  the  azure 
with  tepid  but  not  hot  water  in  a  porphyry  vessel,  until  the 
saline  particles  of  the  ley  are  washed  away,  and  let  the  azure 
dry  in  the  shade  in  the  porphyry  vessel ;  keep  it  in  a  bladder 
or  in  a  purse  of  chamois  It^ther :  and  note  that  if  it  is  not  of 
a  good  colour,  or  if  it  inclines  to  paleness,  boil  **Bnisil-- 
wood*'  *  reduced  to  powder,  in  good  ley  or  pure  water,  and 
iften  strain  it  through  a  cloth  and  pilt  into  it  a  little  ^^  alumen 
jametf,"  or  gtasso,*  attd  mix  with  yodr  azure  ahready  re^ 

^  Bologtiini,  t^nns  of  the  valtte  of  six  qnattrini,  orr  a  tAjoedk),  equal  to 
«n  £hgli8h  hal^nnj. 

2  There  is  another  version  of  this  chapter  in  a  small  MS.  in  the  Biblio- 
Ih^ne  Royale,  at  Paris,  No.  vi.  MDCCXLlX.  No.  9,  entitled  '*  Ano- 
nymous  iC^ractatus  de  'Coloribus.*'  The  volume  of  virhich  it  fofms  ptfft 
%i»as  dfifted  14fSl.    tlie  pk^hidped  variations  htfve  been  notieed. 


D£  MTJLTIS  BT  DIVEBSIS  AZUBRIS  NATURAUBUS.    345 

12  bd  la  libra  o  ali  viati  bol  e  per  infino  trenta  bol  la  libra 
quando  fussero  avaatagiati  in  colore  et  in  apparentia.  £  eapi 
che  li  pregi  de  11  azurri  tracd  e  affinati  Comunamente  coxnbatino 
da  uno  ducato  in  fino  a  3  ducati  la  libra  e  pin  e  meno  secondo 
che  sonno  belli. 

3.  IncipU  proHca  ad  extrakendum  cuurrum  de  lapide  lazuli 
et  ipsum  affinando. — Duplex  est  azumim,  scilicet  naturale  et 
artificiale  et  ipsoram  vero  aiBnatio  in  modo  aaignator  isto. 
Accipiatur  lapidem  istum  qui  est  mineralis  et  igniatur  post 
lavationem  lexivii  inter  prunas  ignitas  postea  extinguatur  in 
perfiscto  et  acerrimo  aceto  albo  postea  frange  ipsum  cum 
malleo  in  ferrea  incudenea  et  elige  bonas  partes  et  subtiliter 
terrantur  in  mortario  hereo  optime  coperto  ne  vapor  ejus 
evalescat  et  cum  fiierit  per  optime  tritum  ponatur  in  patella 
terrea  et  de  super  pone  aquam  calidam  sive  lexivium  calidum 
cum  modico  melle  obluto  et  ipsum  azurrum  manibus  firicando  yel 
cum  baculo  ut  ^xeat  azurrum  afinatum  et  nota  quod  prsedicta 
aqua  efficitur  Tiridis  coUoris  postea  cola  per  pannum  lineum  in 
lavella  terrea  b^i  vitriata  post  aquam  sive  lexiyium  quod 
melius  est  effimdatur  et  pulvis  lazuli  in  lavella  residens  postea 
ablue  dictum  lazurinum  cum  aqua  tepida  et  non  ninus  calida 
in  pcNrfido  donee  salsedo  lexivii  exeat  et  pennitte  ipsum  azur^ 
rum  ad  umlnram  siccari  in  prsodicto  porfido  et  servetur  in 
visica  in  bursia  camussi.  £t  nota  quod  si  non  est  boni  colloris 
yel  tendinis  ad  pallorem  dequoque  [Brasilium]  in  pulverem 
deductum  in  bono  lixivio  vel  aqua  pura  postea  per  pannum 
cola  et  impone  aliquantulum  aluminis  Jameni  vel  glasso,  et 

s  The  Paris  MS*  has  "  patdja  ferrea  bene  plumbata." 

4  Brasilium.    The  word  has  been  supplied  from  the  Paris  MS. 

ft  The  parallel  passage  in  the  Paris  MS.  has  "  Alumine  glaro/'  which 
appears  to  be  STnonymous  witii  roche  alum.  See  Cennino,  chap.  Izii.,  and 
the  MS.  of  Le  Begue,  Nos.  42  and  299,  where  it  is  called  "  Alumen  glacie'' 
and  "Alumen  glarum;"  and  in  No.  313  it  is  called  simply  "  glace.*'  I 
have  little  doubt  that  in  all  these  passages  roche  alum  is  to  be  understood. 

The  term  Alumen  Jameni  occurs  in  Geber*s  work  on  Alchemy.  It  also 
occsiuni  in  the  Le  Begue  MS. 
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fineci,  and  this  gives  it  a  good  colour  and  will  increase  its 
weight. 

4.  2%«  mode  of  loorking  the  powder  of  the  hefore-mentUmed 
stone  into  the  pastilh. — ^Take  of  mastic  1  lb.,  strained  fine  resin 
i  lb.,  soap  from  goat  or  mutton  suet  j^  lb.,  new  wax  2  Ib^ 
liquid  yamish  2  lb.,  linseed  oil!  02.    First  melt  the  wax  and 
soap  in  a  glazed  jar,  then  the  resin  and  the  mastic  in  powder, 
and  afterwards  the  Tarnish  and  oil,  and  mix  them  with  a  spar 
tula  so  as  to  incorporate  them,  and  afterwards  try  if  the  com- 
position is  well  made  and  suflSciently  thick  by  putting  one  drop 
into  water ;  the  mixture  hardens  if  it  is  well  done,  if  not,  boil 
it  until  it  becomes  hard,  which  done,  strain  it  through  a  linen 
cloth  into  a  basin  fiill  of  clear  cold  water  and  put  it  by.    When 
you  want  to  use  it,  take  equal  quantities  of  the  pastille  and  of 
lapis  la^zuli,  and  incorporate  your  mineral,  reduced  into  very 
fine  powder,  with  tiie  pastille  ;  then  put  the  pastille  mixed  with 
the  powder  into  some  glazed  jar,  and  let  the  jar  be  half  fiill  of 
cold  water,  so  that  the  water  may  cover  the  pastille  by  three 
fingers'  width  at  the  most,  and  let  it  remain  in  the  water  for 
15  days,  and  the  longer  the  better;  afterwards  remove  the 
pastille  from  the  water,  and  take  good  strong  ley,  whidi  should 
be  rather  warm,  and  with  it  extract  the  azure  from  the  pastille, 
rubbing  it  with  your  hands  in  a  glazed  jar,  and  pouring  by 
degrees  the  warm  ley  over  it ;  when  you  see  the  ley  become 
blue  pour  it  oS  by  itself  and  put  it  into  another  glazed  jar,  and 
continue  to  do  this  until  you  have  two  other  azures,  not  so  fine 
as  the  first,  and  this  you  will  know  by  experience.    1  hen  boil 
each  sort  separately  with  the  ley  and  take  off  the  scum  neatly 
and  carefully  with  a  spoon ;  when  you  have  done  this  let  it 
stand  for  a  day  and  a  night  until  all  the  azure  setties  at  the 
bottom ;  then  separate  the  ley  from  the  azure  with  a  sponge, 
and  wash  the  azure  with  clean  water  until  all  the  saltness  of 
the  ley  is  extracted  from  it,  then  let  it  rest  and  the  azure  will 
sink  to  the  bottom  ;  when  settled  pour  off  the  water,  let  the 
azure  dry  in  the  shade,  and  afterwards  keep  it  in  lambskin  or 
sheepskin,  and  take  care  not  to  expose  it  too  much  to  the  air. 


DE  KULTIS  Sr  BIVERSIS  AZtJRiaS  NATUKALIBTJS.    347 

misce  cum  tuo  azurro  jam  aflhiato  et  per  hoc  dat  bonum  col* 
lorem  et  augmentabitur  in  pondere. 

4.  Modu9  atOem  ponendi  dictum  pulverem  ipsius  hpidis  in 
pctsHUum. — Accipe  de  mastice  lb.  tmam,  ragia  pini  coUata  lb. 
mediam,  et  de  sapone  caprino  vel  aretino  lb.  mediam,  cera  nova 
lb.  duaS)  vernicis  liqxddae  lb.  (luaB,  olei  seminis  lini  oz.  1 ; 
primo  funde  ceram  et  saponem  in  ollavitriata  postea  pone 
ragiam  et  pulverem  masticis  postea  vernicis  et  olei  et  com  spa- 
tula misce  ut  incorporantur  postea  tenta  si  fuerit  cottum  et 
spissum  dico  ponendo  guttam  unam  in  aquam  si  firmatur  bene 
est  si  non  eoque  ut  dum  firmatur  quo  viso  cola  per  pannum 
lini  in  quodam  vase  pleno  aqua  clara  et  fiigida  et  serva  quum 
volueris  eo  uti  accipe  tantum  de  dicto  pastillo  quantum  de  pul- 
vere  lapidis  et  incorpora  mineram  tuam  in  subtiUssimam  pul- 
verem reductam  cum  prsedicto  pastillo  postea  mite  dictum  pas* 
tillum  cum  dicto  pulvere  mistum  in  quodam  vase  vitriato  et 
in  dicto  vase  sit  aquam  claram  usque  ad  medium  vel  tribus 
digitis  ad  plus  supra  pastillum  et  dimite  stare  in  dita  aqua  per 
15*™  dies  et  quanto  plus  tanto  melius  postea  extrahe  dictum 
pastillum  de  dicta  aqua  et  habeas  lescivium  bonum  et  forte  et 
cum  dicto  lescivio  aliquantulum  calido  extrahe  azurrum  de 
dicto  pastillo  et  ipsum  manibus  fricando  in  alico  vase  vitriato 
et  paulatim  de  dicto  liscivio  calido  desuper  mitendo  et  quando 
videbis  azurrum  extralie  de  per  se  et  mite  in  alio  vase  vitriato 
et  sic  continua  donee  habeas  alios  duos  azurros  variatos  non  ita 
bonos  quam  primum  et  demostrabitur  per  experientiam  et  cum 
dicto  lixcivio  facias  aliquantulum  bulire  quemlibet  sortem  de 
per  se  et  cum  uno  coclario  acipias  spumam  suavis  et  ingeniose 
et  quando  erit  sic  operatum  permicte  sic  stare  per  diem  et 
noctem  donee  totum  azurrum  petat  fundum  postea  sepera 
liscivium  ab  azurro  cum  spongia  et  ablue  dictum  azurrum  cum 
clara  acqua  donee  omnis  salsedo  liscivii  exseat  et  permicte 
possare  donee  azurrum  petat  fundum  postea  eice  aquam  so- 
prastantem  et  dictum  azurrum  permicte  sicari  ad  humbram 
postea  conserva  eum  in  corio  agnilino  vel  aretino  et  cave  ne  ayer 
lumis  tanget  eum.     £t  intellige  quod  azurrum  ultramarinum 
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And  know  that  citramarine  ^  azure  must  be  refined  by  a  ley 
and  not  by  a  pastille,  because  it  is  coarse  and  not  heayy,  and 
cannot  be  extracted  in  any  manner  by  means  of  a  pastille,  or 
otherwise  than  by  a  good  ley  impregnated  with  Roman  soap, 
and  this  ultramarine,  or  German  or  Spanish  azure,  or  that 
which  is  brought  from  Lombardy,  is  refined  in  the  following 
manner  by  means  of  a  ley.  Take  very  clear  ley  made  irom 
the  sifted  ashes  of  brushwood'  and  dissolre  a  considerable 
quantity  of  Roman  soap  so  as  to  make  it  rery  visdd,  put  your 
mineral  reduced  to  a  rery  fine  powder  into  the  ley  and  after- 
wards make  it  boil  a  little  over  the  fire ;  stir  it  gently  with  a 
spoon,  then,  pouring  off  the  ley  by  degrees,  you  wUl  find  a  Tery 
beautiful  refined  azure  at  the  bottom  of  the  jar ;  afiierwards 
wash  it  with  pure  water,  to  remove  the  viscosity,  and  strain  ii 
through  a  linen  cloth,  and  you  will  have  natural  azure. 

5.  Another  sort  of  pastille  is  made  thus.-^-Take  of  the  best 
dried  pine  resin  6  oz.,  mastic  6  oz.,  of  new  wax  2  oz.,  oi  lio* 
seed  oil  4  oz. ;  put  all  these  things  upon  the  fire,  and  do  with 
everythiDg  as  you  were  directed  to  do  for  the  other  pastille. 
When  you  wish  to  incorporate  the  pastille  with  the  powder 
directly,  take  the  pastille  out  of  the  water  and  rub  it  well  in 
your  hands,  which  you  must  grease  with  linseed  oil.  If  the 
pai^lle  spreads  well,  it  is  right ;  if  not,  repeat  the  boiling  until 
you  can  spread  it  out  well,  and  knead  it  like  wax ;  thai  take  a 
porphyry  slab,  oil  it  with  linseed  oil,  spread  out  the  pastille 
fiat  upon  it,  and  immediately  sprinkle  over  it  some  of  tiie 
powder  of  lapis  lazuli,  kneading  it  up  with  your  hands  usttil 
one  pound  of  the  powder  is  kneaded  up  with  16  oz.  of  the 
pastille,  then  put  the  pastille,  together  with  the  powder,  into 
cold  water  in  any  glazed  jar,  and  let  it  remain  as  before  in 

1  This  part  of  the  chapter  is  nearly  a  transcript  of  part  of  the  Paris  MS. 
before  mentioned. 

I  have  supplied  the  word  "  Citramarine  "  &om  the  Paris  MS.,  which 
appears  the  most  correct.  In  the  first  part  of  the  Bolognese  MS.,  the  au- 
thor has  described  the  method  of  preparing  the  true  Ultramarine,  or  Azur- 
rum  Transmarinum,  with  the  pastille;  but  he  is  now  speaking  of  another 
kind  of  azure^for  wbieh  a  ley  was  to  lie  used  instead  of  a  pastOle.  This  Uak 
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debet  debet  affimri  per  capitelltun  et  non  per  pastillum :  quia 
grofisum  est  et  non  ponderosum  nnllo  modo  extrabitor  pastillo 
nisi  bono  capitello  sapone  roma&o  infecto  et  dictum  azumim . 
ultramarintun  vel  almaneum  vel  ispaneum  vel  de  lombardia 
aportatom  aifinatur  hoc  modo  per  viam  capitelli.  Acipe 
lescivium  de  dneribus  crebellatU  et  sit  bene  claram  in  quo 
difisolve  saponem  romanum  in  bona  quantitate  ut  sit  bene  Tifih 
ebosum  in  quo  pone  mineram  tuam  in  subtilissimam  pulrerem 
reductam  postea  ad  ignem  fatias  aliquantulum  bolire  fatias  et 
eum  move  plane  et  moderate  cum  spatula  postea  paulatim 
effiiso  capitello  inrenies  azurrum]  pulcherrimum  in  fimdo  vasis 
affinatum  postea  eum  lava  cum  pura  aqua  ut  aufieratur  ab  eo 
viscofidtas  et  postea  colabis  per  pannum  lineum  et  habebis 
azurrum  valde  naturalem. 

5t.  Almm  pastilhim  sic  Jit. — Summe  ra^^a  pini  optime  ncce 
oz.  6,  mastids  oz.  Q,  cerae  nore  oz.  2,  olei  seminis  Uni  oz.  4, 
hsBC  omma  pone  super  ignem  et  fac  per  omnia  ut  supra  ha- 
buisti  in  alio  pastillo.  £t  quando  yis  dictum  pastillum  cum 
pulyere  incorporare  subito  adpe  dictum  paslillum  de  aqua 
et  ipsum  duoas  per  manus  multum  bene  perunta  manus  de 
oleo  lini  et  si  dictum  pastillum  bene  extenderetur  bene  est  A 
non  reiliera  decotionem  donee  se  posffl  bene  extendere  et 
ducere  per  manus  i^ut  cera  tunc  habeas  porfidum  et  undem 
unge  com  oleo  lini  et  de  super  pone  dictum  ditum  pastillum 
extensum  super  dictum  porfidum  sic  splanata  et  aspergas  su* 
bito  de  dito  pulvere  lazuli  desuper  et  ipeum  manibus  incor- 
poraodo  donee  una  libra  dicti  pulverk  inoorporetair  eum  sex* 
decim  unciis  dicti  pastilli  et  hoc  facto  p(me  dictmn  pastillum 
cum  puly^^  inccHporalo  in  aqua  frigida  kt  quodam  vase  vitri* 


azore^  be  itty»,  was  bnMigbt  from  **  Almimia  ut  de  Anglia  ut  Ispanea  seu 
J[«ombardia ;"  a  proof  that  this  pigment  was  not  pro^uood  m  Gennony  oniy. 
Cennini  also  speaks  of  its  being  found  at  Siena. 

s  Subcarbeiias  (Potassse  imparas,  Impure  potash,  or  pearl-ash.  It  is  gene- 
rally prepared  by  burning  land  plants,  or  wood ;  in  Italy  vine  branchea 
'«repe.gcinerblly  used  for  tiiis  purpose. 
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aootfaw  pastille  not  so  good,  and  do  as  before ;  and  note  that 
if  you  wish  to  colour  the  azure,  take  a  little  spirit  of  wine  and 
put  it  into  the  water  with  some  good  verzino ;  but  this  does 
not  belong  to  the  art  of  preparing  azure. 

6.  To  extract  the  gold  from  the  lapis  laztdi?—Take  the 
before-mentioned  mineral  lapis  lazuli,  and  break  it  on  an  anvil 
or  in  a  coyered  brass  mortar,  and  put  it  in  a  basin  of  cold 
water,  and  you  will  see  that  it  has  veins  of  gold,  and  that  sort 
is  good.    K  you  want  the  gold,  pick  it  out  piece  by  piece. 

7.  To  make  good  azure  and  refine  ii  by  means  ofapasliUe, 
— Take  as  much  lapis  lazuli  as  you  like  and  pound  it  veiy 
finely  and  careMly  L  a  bra«  mortar.  afkerwarJs  grind  it  1 
porphyry  with  clear  water  so  as  to  become  almost  impalpable, 
because  in  this  state  it  will  work  better,  and  let  it  dry. 

8.  The  manner  of  working  the  before-mentioned  azure  into  a 
pastille. — Take  for  every  pound  of  lard,  one  pound  of  pine 
resin  and  one  ounce  of  Spanish  pitch  ;  then  take  a  jar,  free 
from  fat,  and  melt  the  lard  in  it,  and  when  it  is  melted  and 
strained  add  clean  pine  resin,  and  mix  it  well,  so  that  the 
ingredients  may  be  incorporated  together,  afterwards  add  the 
Spanish  pitch ;  mix  all  thoroughly  together,  and  let  the  mix- 
ture be  as  liquid  as  water.  Then  pour  upon  it  a  little  com- 
mon oil,  or  linseed  oil,  and  remove  the  jar  from  the  fire,  con- 
tinually stirring  it  with  the  stick  while  it  is  cooling.  When 
you  wish  to  put  the  powder  of  the  lapis  lazuli  into  this  pastille, 
take  equal  quantities  of  the  pastille  and  of  the  stone  reduced 
to  powder,  and  melt  the  pastille  over  the  fire  in  a  glazed 
vessel,  and  when  it  is  liquid  like  water  put  your  stone  into  it» 
and  mix  it  well  with  a  stick ;  afterwards  take  it  away  from  the 
fire,  and  let  it  remain  from  evening  to  morning,  or  even  longer ; 
then  heat  it  at  the  fire  until  nearly  liquefied.  You  must  place 
by  the  fire  a  pot  frill  of  water,  tepid,  but  not  hot,  in  which  you 
must  put  the  pastille  for  a  short  time,  then  take  a  glazed  jar 

1  Gold  18  not  actually  found  in  the  Lapis  Lazuli ;  but  the  spots  and  veins 
M'hich  resemble  this  mineral  consist  of  sulphuret  of  iron,  which  is  always 
more  or  less  present  in  the  mineral.    The  Romans  called  the  Lapb  Lazuli 
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ato  et  pennitte  stare  ut  supra  in  alio  pastillo  non  taiii  bono  et 
sequere  ut  supra.  Et  nota  quod  si  vis  ipsum  coUorare  acipere 
modicum  aquse  ardentis  et  intos  in  ipsa  aqua  pone  aliquantu- 
lum  de  virzino  bono  tamen  non  est  de  arte  azurorum. 

6.  A  cavar  hro  de  lo  lapis  lazuli. — Accipe  dictum  lapidem 
tnineralem  lazurrinum  et  eum  frange  in  ancudenea  sive  in 
mortare  hereo  coperto  et  pone  ipso  in  quodam  vase  ut  sit  de 
at^ua  frigida  et  videbis  venas  aureas  habentes  et  illud  est 
bonum.    Et  si  vis  aurum  acipe  ipsum  paulatim  paulatim. 

7.  Affare  azurro  ham  et  afinarlo  per  via  de  pastillo^  viz. — 
Recipe  de  lapide  lazuli  quantum  vis  et  eum  pista  in  mortareo 
hereo  valde  bene  et  caute  postea  macina  ipsum  in  porfido  cum 
clara  aqiia  quantum  potest  ut  veniat  subtile  quasi  sine  tacta 
quia  melius  operabit  deinde  demicte  eum  sicarL 

8.  Modus  panendi  sopradictum  azurrum  in  pastillum. — 
Summe  per  omni  libra  lardi  lb.  unam  ragia  pini  et  et  untiam 
unam  pegule  spagnole  postea  habeas  oUam  unam  multum 
nitidam  a  pinguedine  deinde  mitte  lardum  dictum  in  dittfi  oUa 
ad  colandum  et  quando  colatum  fuerit  time  mite  ragia  pini 
munda  et  mistica  bene  ut  incorporantur  postea  impone  desuper 
dictam  pegulam  spagnolam  et  insimul  incorpora  valde  bene  ut 
deveniat  sicut  aqua  deinde  impone  desuper  aliquantulum  olei 
communis  vel  seminis  lini  postea  remove  dictam  oUam  ab  igne 
semper  mistando  cum  baculo  dum  refirigiatur.  Et  quando  vis 
mittere  dictum  pulverem  lapidis  lazuli  in  hunc  pastiUum 
accipe  tanto  de  dicto  pastillo  quanto  de  dicto  lapide  in  pulve- 
rem redutto  deinde  recipe  dictum  pastillum  et  mitte  eum  ad 
ignem  ad  liquefaciendum  in  quodam  vase  vitriato  e  cum  lique- 
factum  fuerit  ad  modum  aquae  tunc  impone  lapidem  tuum  et 
Tnistica  bene  cum  uno  baculo  postea  sepera  eum  ab  igne  et 
dimitte  sic  stare  a  sero  usque  ad  mane  vel  plus  deinde  calefac 
eum  ad  ignem  ut  deveniat  quasi  Uquidum  et  habeas  ad  ignem 
oUam  unam  aquse  plenam  dico  quod  aqua  sit  tepida  et  non 


of  this  description,  Saphinis  Regius,  under  the  supposition  that  it  contained 
.gold.    See  Bachhofiher,  Chemistry  applied  to  the  Arts. 
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with  hot  water  and  pour  it  on  to  the  pastille,  mixing  it  con- 
tinually ;  and  as  the  pastille  loses  its  azure,  keep  continually 
adding  hot  water ;  and  note,  that  if  the  pastille  fibould  break, 
you  must  not  knead  it,  but  let  it  stand  a  little,  and  pour  off 
the  water  from  the  pastille,  then  pour  some  other  hotter  water 
on  the  pastille,  in  the  manner  you  did  before,  and  mix  it : 
and  obserre,  that  when  the  azure  changes  colour,  you  must 
immediately  pour  off  the  coloured  water  into  another  vase ; 
and  it  will  be  of  less  value  than  the  first.  If  you  choose  to 
return  this  into  the  first  pastille  another  time,  then  it  will  come 
out  like  the  first  azure ;  and  know,  that  when  you  take  the 
second  azure  extracted  from  the  pastille,  you  can  put  it  back 
a  second  time,  and  it  will  oome  out  a  better  azure.  And  note 
also,  that  all  the  powders  of  lapis  lazuli,  when  they  are  put 
into  the  pastille,  diminish  and  lose  one  half.  If  you  wish  to 
extract  completely  tiie  whole  of  your  azure  from  the  pastille, 
make  it  boil  in  ley  until  the  pastille  becomes  white,  and  then 
prepare  it  in  this  way : — Take  the  first  jar  (and  do  the  same 
with  the  others)  and  strain  tiie  contents  into  another  jar 
through  a  thick  piece  of  white  linen  cloth  ;  then  take  another 
clean  jar  and  rub  the  piece  of  linen  to  and  fro  upon  the  bottom 
of  it,  and  all  the  good  azure  will  be  extracted :  if  it  were 
squeezed,  the  azure  would  get  into  the  pores  a!  the  linen. 
Then  pour  it  into  that  which  has  been  strained  through  the 
linen,  and  let  it  settle  until  it  all  sinks  to  the  bottom ;  throw 
away  the  water,  and  heat  the  powder  with  clear  ley  so  that  it 
may  boil  a  little ;  then  throw  it  into  another  jar,  and  let  it  rest 
until  it  sinks  to  the  bottom ;  next  take  out  the  ley  dexterously 
and  cautiously  with  a  sponge,  and  pour  dean  water  into  it  and 
mix  it  well.  Then  let  it  stand,  and  take  out  the  water  in  the 
same  way  that  you  did  the  ley,  and  let  it  dry  in  the  shadey  and 
keep  it  in  a  purse. 

9.  To  make  ultramarine  azure  another  tcay, — Take  the 
mineral  stone  of  the  lapis  lazuli,  which  has  veins  of  gold,  and 
which  is  of  a  blue  colour,  and  this  is  the  finest  sort  Divide 
the  stones  into  three  classes ;  and  first  select  the  cleanest  and 
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calida  et  in  ipea  olla  cum  aqua  tepida  mite  aliquantulum 
dictum  pastillum  postea  habeas  catinum  unum  vitriatum  cum 
aqua  calida  et  mite  intus  dictum  pastiUum  semper  misticando 
et  quaudo  pastillum  deficit  de  acurro  renova  semper  aquam 
magis  calidam.  Et  nota  quod  si  pastillum  frangeretur  cave  ne 
tu  misticas  sed  dimete  ipsum  stare  aliquantulum  et  separa 
aquam  a  pastillo  et  desuper  pastillum  impone  de  alia  aqua 
magis  calida  per  supradictum  modum  et  mistica.  £t  nota 
quod  quando  azurrum  mutat  colorem  statim  sepera  aquam 
azurrinam  in  alio  vase  et  erit  minoris  pretii  quam  primum. 
£t  si  vis  retcMmare  aliam  vicem  in  pastillo  prime  dum  supra- 
dictum yeniet  ut  primum  azurnjim.  £t  intelige  quando  tu 
acipias  azurum  secundum  extractum  de  pastillo  tu  potest  eum 
remictere  alia  vice  in  pastillo  veniet  tibi  meliorem  azurrum. 
£t  nota  quod  omnes  pulveres  lapidum  lazulorum  ut  mictantur 
in  pastillum  defitiunt  et  callant  per  medium  et  si  vis  extrahere 
penitus  azurrum  de  pastillo  fac  eum  bullire  in  lexivio  dum- 
modo  pastillus  deveniat  albus  postea  acipe  azurrum  ilium  et 
eum  quoque  per  hunc  modum  acipe  primum  catinum  et  sic 
reitera  cum  aliis  et  cola  in  uno  alio  catino  per  unam  petiara 
spissam  panni  lini  albam  et  acipe  alterum  catinum  netidum  e 
poi  mena  la  dita  peza  suso  per  li  fondi  e  tuto  lo  azurro  buono 
uscira  fuora  perche  se  se  stringesse  intraria  in  la  peza  e  poi 
metilo  in  quelle  che  sia  colato  con  la  peza  e  poi  lo  lassa  posare 
injGno  che  e  tutto  al  fondo  poi  gietta  via  laqua  et  fallo  bulire 
cum  liscia  chiara  tanto  che  bolla  uno  poco  poi  giettalo  in  imo 
catino  e  lassalo  possare  tanto  che  vada  al  fondo  poi  cava  la 
lisda  fiiora  dextramente  et  ingeniose  cum  una  spongna  poi 
mecti  dentro  de  laqua  chiara  e  misticalo  bene  poi  lassa 
posare  e  cava  fora  laqua  per  lo  modo  che  cayasti  la  liscia  poi 
lassalo  secare  a  lombra  et  seryalo  in  bursia. 

9.  Affare  dzurro  uUramarinum  per  alium  modum. — ToUi  de 
la  petra  minerale  de  lo  lapis  lazuli  la  quale  tene  de  vene 
doro  e  de  di  coUore  cillistrino  e  quella  e  la  piu  fina  della  quale 
preta  ne  farai  tre  sorte  prima  elleggio  le  piu  necte  e  le  piu 
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finest,  which  contain  no  stone  or  earth ;  second,  choose  those 
that  are  of  the  middling  sort ;  and,  thirdly,  those  that  remain, 
which  belong  to  the  third  sort ;  and  put  each  sort  by  itself* 
Then  put  those  which  you  wish  to  use  into  a  crucible,  cover  it 
with  a  tile,  and  put  it  on  a  charcoal  fire  or  in  a  hot  oven  for 
a  whole  day  ;  then  quench  the  stone  in  hot  vinegar,  and  after- 
wards pound  it  in  a  bronze  mortar,  well  covered,  and  sift  it  very 
fine.  Then  put  the  azure  into  a  glazed  jar  with  pure  water, 
and  stir  it  with  your  hand  or  with  a  stick,  and  let  it  rest. 
Remove  the  water  carefully  with  a  sponge,  then  grind  the 
azure  well  on  a  porphyry  slab,  and  afterwards  put  it  into  pure 
water  in  a  jar,  and  stir  it  well  with  a  stick.  Then  let  it  rest 
for  the  space  o{  a,  pater  noster^  aflier  which  pour  that  water  into 
a  clean  glass,  because  the  finest  azure  is  that  which  will 
remain  at  tiie  bottom.  You  must  grind  the  inferior  azure 
which  remains  a  second  time,  as  before.  Then  take  out  the 
coloured  water  and  lay  it  aside,  and  do  as  before ;  then  grind 
it  again,  and  do  this  until  there  remains  no  more  azure,  and 
when  you  have  put  away  all  the  waters  by  themselves,  let  them 
settle  well,  so  that  all  the  azure  may  sink  to  the  bottom  and 
the  water  remain  clear  above.  Then  take  off  the  water  with 
a  sponge  as  before,  and  when  you  have  completely  removed  it, 
wash  the  azure  with  tepid  caustic  ley\  stir  it  well  with  a  stick, 
let  it  settle,  and  then  take  out  the  ley  as  you  did  the  water, 
and  let  it  dry  in  the  shade.  This  is  the  true  preparation  of 
ultramarine. 

10.  Mode  of  making  a  pastille  to  extract  the  azure  from  the 
lapis  lazuli. — ^Take  of  pine  resin  oz.  viij,  Greek  pitch  oz.  iiij, 
mastic  half  an  ounce,  linseed  oil  oz.  ij ;  then  take  a  glazed 
pipkin,  and  put  it  upmi  a  tripod  over  a  slow  and  clear  fire,  and 
when  it  begins  to  get  hot,  put  into  it  first  the  linseed  oil,  and 
let  it  warm  a  little ;  then  add  the  Greek  pitch  in  powder,  and 
incorporate  it  thorou^y  with  the  oil,  mixing  it  with  a  stick 
until  it  is  done ;  and  you  will  know  when  it  is  done  by  trying  it 


1  Ranno  da  Capo  is  probably  the  same  as  CapiteOo.    The  term  nomo  is 
Tuscan. 
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belle  le  quale  non  tengano  de  spetie  de  alcuna  altra  petra  o 
vero  de  terra.  Secundo  eleggie  la  mezana  sorte.  Tertio 
eleggie  quelle  che  avanzano  che  e  la  terza  sorte  e  metti 
omni  una  da  per  se  e  poi  meti  quelle  che  tu  voi  lavorare  in 
imo  crugiolo  e  coprilo  cum  una  tegola  e  mectilo  al  fiioco  de 
carboni  o  vero  in  lo  fomo  caldo  tuto  uno  di  e  poi  immortalo 
cum  aceto  forte  poi  lo  pista  in  uno  mortaro  de  bronzo  ben 
coperto  poi  lo  stamegna  ben  sotili  e  poi  pone  lo  azuro  in  uno 
catino  yitriato  cum  aqua  pura  e  rimenalo  cum  mano  o  cum 
uno  bastoni  e  lassalo  ripossare  poi  cava  lacqua  con  una  spogna 
moderatamente  poi  torai  lo  azurro  e  macinalo  sopra  uno  por- 
fido  molto  bene  poi  lo  porai  in  aqua  pura  in  uno  catino  poilo 
rimena  bene  cum  uno  bastone  poi  lo  lassa  repossare  per  spatio 
duno  pater  nostro  poi  mecti  quella  aqua  in  uno  vaso  de  vetrio 
netto  imperhoche  lo  azurro  subtilissimo  e  quelle  che  romara  al 
fondo  e  quelle  azurro  piu  grosso  che  te  romara  atritalo  bene 
una  altra  volta  commo  prima  e  poi  cava  laqua  azurra  e  mectila 
da  parte  e  fa  commo  prima  poi  la  trita  de  novo  e  cusi  farai 
tante  volte  in  fino  a  tanto  che  ce  niente  de  azurro  e  quando  tu 
faaverai  poste  tutte  laque  da  per  se  lassale  ben  possare  si  che 
tutto  lo  ajzurro  vada  al  fondo  e  laqua  remanga  chiara  de  sopra 
poi  cava  laqua  cum  la  spogna  commo  e  di  sopra  ditto  e  quando 
laverai  tucta  cavata  multo  bene  lava  lo  dito  azurro  cum  lo 
ranno  ^  da  capo  tepido  e  remenalo  molto  bene  cum  lo  bastone 
e  lassa  possare  poi  cava  la  liscia  commo  laqua  e  lassa  secare  a 
lombra  e  questa  e  verissima  preparatione. 

10.  Pratica  a  fare  pastillo  per  cavare  lo  azurro  de  lo  dicta 
lapis  lazuli. — Piglia  ragia  de  pino  oz.  viij.  pece  greca  oz.  iiij 
mastice  once  meza  olio  de  semi  de  lino  oz.  ij  poi  toUi  uno 
pignatto  vitriato  e  polio  sopra  a  uno  tre  piei  cum  lo  fiioco  sotto 
lento  e  chiaro  e  commo  comincia  ad  esser  caldo  mectice  prima 
lolio  de  semi  de  lino  e  lasselo  uno  poco  scaldare  poi  ce  pone  la 
pece  greca  spolverizata  e  incorpora  multo  bene  cum  lolio 
misticando  cum  uno  bastoni  per  infino  che  sera  cotto  che  lo 
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in  the  same  maimer  as  you  tried  the  first-mentioned  pastille. 
Then  strain  it  like  the  other,  and  when  it  is  cooled  in  the 
water,  put  the  pipkin  on  the  fire  as  you  did  at  first ;  and  when 
it  begins  to  get  hot  take  oz.  ij  of  linseed  oil,  and  add  to  the 
said  pastille,  and  when  it  is  well  melted,  add  an  ounce  of  tur- 
pentine, always  mixing  it  well ;  then  take  the  pipkin,  and  while 
it  is  still  boiling  put  oz.  viij  of  the  powder  of  the  mineral, 
pounded  very  fine,  by  degrees  into  the  pipkin,  keeping  it  still 
boiling  gently;  then  throw  the  pastille  into  cold  and  clear 
water  in  a  basin,'  and  when  it  is  cold,  grease  your  hands  with 
linseed  oil,  and  work  the  pastille  about  this  way  and  that  in 
your  hands  like  dough ;  and  when  you  have  worked  it  suffi- 
ciently, put  it  back  into  the  water,  and  let  it  stand  several  days, 
changing  the  water  two  or  three  times  every  day ;  and  at  the 
end  of  six  days  take  the  pastille,  and  some  warm  honey-water 
(that  is,  take  ten  measures  of  clear  water  and  one  of  honey,  and 
let  them  boil  for  the  tenth  part  of  an  hour,  scum  well,  and  then 
strain  the  liquid  through  a  linen  cloth,  and  it  is  done) ;  wash 
the  pastille  with  the  honey-water  previously  warmed,  and  ex- 
tract the  azure  the  first  time ;  the  second  time  let  the  honey- 
water  be  a  little  warmer,  and  the  third  time  a  little  warmer 
still,  as  in  the  other  recipe.  And  know  that  the  first  time  it  is  ♦ 
very  troublesome  to  extract,  the  second  time  it  is  easier,  and 
the  third  time  it  is  easier  still ;  and  the  reason  is,  that  each 
time  the  water  is  a  little  warmer ;  but  take  care  not  to  have  it 
quite  so  hot  as  to  melt  the  pastille  :  if  this  should  happen,  cool 
it  by  throwing  cold  water  over  it.  Take  care  that  the  water  is 
tepid  the  first  time,  warmer  the  second  time,  and  warmer  still 
the  third  time,  otherwise  you  will  never  be  able  to  extract 
the  azure. 

11.  To  make  azure  and  to  refine  it  well — Take  lapis  lazuli, 
and  pound  it  in  a  bronze  mortar  as  carefully  as  you  can,  in 
order  that  the  powder  may  not  escape,  and  when  it  is  well 
pounded,  if  the  powder  is  of  a  greenish  colour,  it  must  be 
ground  upon  a  marble  or  porphyry  slab  with  clear  fine  white 
honey ;  but  if  it  is  not  of  a  greenish  colour,  grind  it  with  strong 
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conoscerai  in  quando  sera  cotto  al  segno  de  laltro  pastillo  poi 
locola  commo  laltro  e  quando  sera  freddo  in  laqua  mecti  la 
pignata  al  fuoco  commo  fecisti  prima  e  quando  comincia  a 
scaldarse  toUi  oz.  ij.  de  semi  de  lino  e  poi  meti  el  dicto  pastillo 
e  quando  sara  ben  disfatto  mettivi  una  oncia  di  trementina 
sempre  menando  bene  poi  tolli  la  pignatta  e  cusi  bolendo  mecdvi 
oz.  viij.  de  polvere  de  la  dicta  preta  ben  sotili  a  poco  a  poco  ne 
la  pignatta  sempre  bolendo  competentimente  poi  gietta  lo 
pastillo  nella  aqua  fredda  e  necta  in  uno  catino  e  quando  sera 
freddo  ogniti  le  mano  cum  olio  de  lino  e  tolli  lo  pastillo  e  tiralo 
in  qua  e  in  la  in  mano  commo  pasta  e  quando  laverai  ben 
menato  remetilo  in  la  sua  aqua  e  lassalo  stare  alcuni  di  e  ongni 
di  li  muti  laqua  doi  o  tre  volte  e  in  capo  de  vj  di  tolli  lo 
pastillo  e  cum  laqua  de  mele  calda  cio  e  tolli  x.  mesure  de 
aqua  chiara  e  una  de  mele  e  bolla  la  decima  parte  de  hora  una 
e  schiumala  bene  poi  la  cola  cum  panno  de  lino  e  de  &tta  e 
laya  lo  dicto  pastillo  cum  la  dicta  aqua  de  meli  calda  e  cava 
lo  azurro  la  prima  volta  la  seconda  volta  sia  uno  poco  piu  calda 
e  la  terza  uno  poco  piu  commo  ne  1'  altra  pratica.  E  sapi  che 
la  prima  volta  e  grande  fatica  a  cavarlo  in  la  seconda  meglio  e 
in  la  terza  melglio  la  ragione  e  che  omni  volta  laqua  e  uno 
poco  piu  calda  ma  guarda  che  non  fasse  in  tuto  tanto  calda  che 
lo  pastillo  se  disolvesse  e  se  purre  ocurisse  aiutalo  getando 
supra  de  laqua  firedda.  £  habbi  cura  che  la  prima  aqua  sia 
tepida  la  seconda  piu  la  terza  piu  imperhoche  altramenti  non 
lo  caveresti  mai. 


11.  Affare  azurro  e  afinarlo  bene. — Torrai  la  petra  lazuli  e 
pistala  in  uno  mortaro  di  bronzo  piu  cautamente  che  tu  poi 
acio  non  sftiita  e  quando  sera  ben  pisto  se  questa  polvere  ha- 
vera  colore  verde  sci  e  da  macinare  sopra  lo  marmo  o  porfido 
cum  lo  mele  chiaro  e  hello  e  bianco.  Ma  se  non  tene  de  co- 
lore verde  macinalo  cum  aqua  gommata  ben  forte  sopra  porfido 
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gum  water  upon  porphyry  until  it  becomes  almost  impalpable 
like  ointment,  and  then  put  it  into  a  glazed  jar,  and  pour  over 
it  a  sufficient  quantity  of  strong  white  wine  vinegar  to  cover 
it ;  mix  it  well  and  let  it  stand  4  or  5  hours,  then  pour  off  the 
vinegar  carefully  from  it,  and  wash  the  azure  with  firesh  water 
3  or  4  times,  or  until  it  comes  off  clear,  and  then  incline  the 
basin  to  the  rays  of  the  sun  so  that  the  water  may  dry  up  com- 
pletely.    The  azure  must  then  be  treated  as  follows :  take  a 
new  pipkin  with  a  little  pine  resin,  a  little  new  wax,  a  little 
common  oil,  and  a  little  white  wine  at  discretion.    Mix  up  these 
things  with  the  azure,  so  that  it  may  become  liquid  like  honey, 
first  strsuning  the  pastille  through  a  linen  cloth,  and  then  pour- 
ing it  by  degrees  on  to  the  azure,  mixing  it  up  well  with  a 
stick ;  take  care  to  have  plenty  of  the  pastille,  so  that  there 
may  be  no  want  of  it ;  for  if  there  should  not  be  enough,  the 
azure  would  be  lost ;  then  put  the  paste  with  the  azure  incor- 
porated with  it,  upon  a  linen  cloth,  coarse  but  loosely  woven, 
which  must  also  be  damped,  and  put  it  into  a  basin  of  clear 
water,  and  take  up  all  the  comers  of  the  cloth  in  your  hand, 
leaving  the  azure  in  the-  middle  of  it,  and  move  the  cloth  about 
backwards  and  forwards  as  if  you  wished  to  sift  it  under  the 
water.    It  must  then  be  strained  again  through  a  coarse  cloth, 
from  which  it  will  press  out  like  pills,  and  the  earth  and  the 
impurities  will  all  go  to  the  bottom,  and  that  will  show  when 
the  azure  is  well  cleaned.     You  must  put  the  mass  of  azure 
into  a  coarse  linen  cloth  spread  out,  and  then  take  up  the 
comers  of  it  all  together,  and  keep  continually  moving  the 
azure  about  with  your  hand,  and  there  will  remain  good  and 
excellent  azure  in  the  cloth ;  then  put  it  little  by  little  care- 
fully into  a  clean  vase,  and  you  must  mix  up  with  the  azure 
enough  common  oil  to  make  it  liquid,  so  that  it  may  appear  to 
be  all  oil,  and  putting  it  upon  the  fire,  add  to  it  a  little  white 
soap,  well  tiiinned  and  beaten  up,  for  the  space  of  two  pater- 
nosters ;  then  pour  in  the  soap  ley  and  beat  the  whole  well 
together.    When  the  composition  is  well  boiled  put  it  into  a 
small  bag  made  of  horsehair  like  a  sieve,  rub  it  well  with 


DE  MULTIS  ET  DIVERSIS  AZURRIS  NATURALIBUS.     359 

tanto  che  renga  quasi  impalpabili  ad  modo  de  onguento  di  poi 
lo  metti  in  uno  catino  vitriato  e  metice  di  sopra  tanta  quantita 
daceto  forte  di  vino  bianco  che  la  materia  venga  coperta  e 
mistica  bene  e  lassa  cusci  stare  per  4  o  5  hore  da  poi  ne  cava 
lo  aceto  cautamente  e  lava  la  materia  cum  aqua  frescha  3  o  4 
volte  o  per  infino  che  se  schiare  da  poi  inchina  lo  catino  al 
ragio  del  sole  che  nescha  totalmente  laqua  de  poi  se  vole  ac- 
conciar  el  dicto  azurro  in  questo  modo  tolli  una  pignatta  nova 
cum  un  poco  di  ragia  di  pino  e  uno  poco  de  cera  nova  e  uno 
poco  dolio  comuno  e  uno  poco  de  vino  bianco  a  tua  descritione 
e  tucte  queste  cose  incorpora  cum  lo  dicto  azurro  per  modo 
che  vegna  liquido  commo  mele  e  cola  prima  la  dicta  matheria 
cum  panno  de  lino  poi  la  pone  sopra  a  lo  azurro  a  poco  a  poco 
incorporando  bene  cum  uno  bastone  e  fa  che  magiormente  ha- 
bunda  la  dicta  matheria  che  non  mancha  per  che  se  mancbasse 
alcuna  parte  lo  azurro  se  perderia  «  alhora  pone  la  dicta  mat- 
teria  cum  lo  azurro  incorporato  sopra  a  uno  panno  de  lino 
grosso  e  raro  de  trama  e  sia  humido  e  ponilo  al  catino  de  laqua 
chiara  pieno  alhora  tene  el  dicto  panno  de  ongni  capo  cum 
mano  e  lo  azurro  in  mezo  del  dicto  panno  e  va  menando  el 
panno  in  la  e  in  qua  commo  volesti  crevellate  infra  doi  aque  e 
alhora  la  dicta  matheria  se  vole  arecolare  per  uno  panno  fru- 
gato  che  vegna  commo  pilole  e  la  terra  e  la  feccia  vada  tucta 
in  fundo  del  catino  e  alhora  sera  signo  che  lo  azurro  sera  ben 
purgato  e  la  dicta  adunatione  de  lo  azurro  se  vole  porre  in  uno 
panno  de  lino  frustro  seperato  in  qua  e  in  la  e  adunnalo  tucto 
insiemi  e  mai  se  vole  cessare  de  menare  le  mano  per  lo  dicto 
azurro  e  rimara  optimo  e  buono  azurro  in  el  panno  e  subito 
remitilo  in  uno  vaso  necto  a  poco  a  poco  e  vol  se  incorporare 
cum  lo  dicto  azurro  de  lolio  communo  tanto  che  sia  bene 
liquido  e  quasi  tutto  olio  e  stando  sopra  al  foco  mettice  uno 
poco  de  sapone  bianco  molto  ben  asotigliato  e  bactuto  per  doi 
patri  nostri  alhora  fortemente  pone  el  capitello  insiemi  li  rompe 
e  poi  quando  sera  ben  cotta  la  dicta  matheria  in  uno  sachetto 
facto  de  pelo  de  cavallo  ad  modo  stacia  e  sempre  sfregando 
cum  mano,  overo  cum  doi  bastone  da  poi  pone  in  el  sachetto  el 
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your  hand  or  with  two  sticks,  and  put  the  ley  into  the  bag ; 
rub  it  so  that  all  the  azure  may  be  pressed  out,  and  then 
wash  the  azure  with  a  ley  made  of  the  ashes  of  vine  branches, 
and  having  done  this  two  or  three  times,  put  it  to  dry  in  the 
shade,  in  whatever  way  you  like,  and  when  it  is  quite  dry,  if  it 
should  not  be  of  a  good  colour,  you  must  proceed  in  the  fol- 
lowing manner. 

12.  To  give  a  good  and  fine  colour  to  the  azure,  when  it  is 
not  well  coloured. — Take  several  eggs,  and  make  them  boil  till 
they  become  hard,  then  open  the  eggs  in  the  middle  with  a 
knife,  take  away  the  yolk,  and  fill  up  the  hard  white  of  the 
eggs  with  sal  ammoniac  in  very  fine  powder;  then  cover  it 
with  the  other  parts  of  the  eggs,  and  tie  them  so  that  they  will 
not  come  open,  and  put  them  in  a  new  glazed  jar  for  one  night 
in  a  place  which  is  very  damp ;  in  the  morning  you  will  have  a 
water  made  from  the  sal  ammoniac,  which  you  must  pour  upon 
the  azure  so  that  it  is  entirely  covered  with  the  water,  and  it 
will  make  the  azure  of  a  most  beautiM  colour,  and  of  twice 
the  value  that  it  was  before.  Dry  it  in  the  shade,  and  keep  it 
in  a  leather  purse,  or  in  a  box,  and  expose  it  as  little  as  pos- 
sible to  the  air. 

13.  How  to  prepare  the  azure  and  to  work  it  into  the  pastille 
to  refine  it, — Take  the  lapis  lazuli  which  has  golden  veins ; 
the  deeper  it  is  in  colour,  and  the  purer  from  other  mix- 
tures, the  better,  an^  of  the  more  perfect  kind  it  is.  You 
must  put  it  into  a  shell,  and  let  it  stand  over  a  charcoal  fire 
until  it  becomes  red  hot ;  then  throw  it  into  strong  vinegar, 
and  repeat  this  3  or  4  times,  each  time  making  it  red  hot,  and 
quenching  it  in  fresh  vinegar,  because  by  calcination  it  is  more 
easily  pounded  and  reduced  to  powder.  And  if  the  lapis 
lazuli  is  not  of  a  perfect  sort,  it  must  not  be  heated,  because 
it  will  lose  its  colour,  and  know  that  it  is  much  better  to  take 
the  lapis  lazuli  pounded  and  reduced  to  powder,  because  you 
can  see  its  colour  better.  But  if  it  is  in  pieces,  the  pieces 
must  be  pounded  in  a  bronze  mortar,  well  covered,  lest  the 
powder  should  escape  into  the  air ;  then  you  must  grind  the 
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capitello  e  sfregalo  si  che  tucto  lo  azurro  escha  fbora  de  poi 
lava  el  dicto  azurro  cum  lo  capitello  facto  de  sementi  e  facto 
questo  doi  o  tre  Tolte  metilo  a  secare  a  lombra  commo  a  te 
place  e  quando  sera  ben  secco  se  non  havesse  in  tutto  bello  col- 
lore  farai  in  questo  modo  commo  seguitara  di  socto. 


12.  A  dare  bono  e  bello  collore  a  lo  azurro  quando  nonfusse 
bene  collorato. — Recipe  parechi  ova  e  falli  tanto  bollire  che 
diventano  duri  de  po  apri  li  dicti  ova  per  mezo  cum  uno  cor- 
tello  e  leva  via  el  tomo  giallo  e  impelo  albumi  duro  de  li  dicti 
ova  de  polvere  ben  subtili  de  sale  armoniaco  e  de  poi  copri  con 
I'altra  parte  de  li  dicti  ova  e  ligali  bene  che  non  se  aprino  e 
poUi  in  una  pignata  vitriata  nova  per  ima  nocti  in  loco  che 
sia  ben  humido  e  la  matina  haverai  laqua  facta  del  sale  armo- 
niaco la  quale  porai  sopra  alo  azurro  in  tanto  che  sia  tutto 
coperto  de  la  dicta  aqua  e  renderalli  beletissimo  collore  e  do- 
pio  pregio  che  prima  e  seccalo  a  lombra  e  serbalo  in  saculo  de 
curami  in  una  scatola  e  fa  che  senta  meno  haiere  che  poi. 


13.  Pratica  a  sapere  fare  la  prepara^ione  de  lo  azurro  e 
porlo  in  lo  pastillo  per  affinarlo. — Accipe  la  preta  de  lo  lapis 
lazuli  che  habia  vene  doro  e  quanto  e  de  piu  pino  collore  e 
necto  da  laltre  misture  tanto  e  migliore  e  de  piu  perfecta  sorta 
lo  poi  ponere  in  uno  coccio  e  lassa  la  tanto  stare  sopra  al  iuoco 
de  carboni  che  diventi  bene  infocata  e  rosscia  e  cosi  infocata 
gietala  in  lo  eceto  forte  e  cosi  farai  3  o  4  volte  omne  volta 
reinfocandola  e  spingendola  in  nuovo  aceto  bianco  perche  lo 
calcina  meglio  per  poterla  pastare  e  redurla  in  polvere.  E  se 
lo  lapis  lazuli  non  fusse  de  perfecta  sorte  non  se  vole  infocare 
perche  perderia  lo  collore  E  sappi  che  e  molto  meglio  torre 
lo  lapis  lazuli  pisto  e  reduto  in  polvere  perche  se  vede  meglio 
de  che  collore  le.  Ma  se  sonno  in  pezi  se  voglino  pistare  nel 
mortare  de  bronzo  coperto  multo  bene  perche  la  polvere  non 
valesca  al  vento  poi  lo  macina  sopra  al  porfido  e  quando  sara 
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powder  upon  porphyry,  and  when  it  is  yery  fine,  let  it  dry. 
When  dry,  you  may  grind  it  with  ley  or  with  tragacanth,  be- 
cause this  makes  it  more  easy  to  grind,  and  let  it  dry ;  and  so 
much  for  the  preparation  of  the  lapis  lazuli. 

14.  The  way  to  make  the  pastille,  and  to  refine  the  before- 
mentioned  lapis  lazuli, — ^Take  3  oz.  of  pine  resin,  oz.  j  of  Spa- 
nish pitch,  oz.  j  of  mastic,  oz.  j  of  linseed,  and  put  it  all  over 
the  fire  in  a  glazed  pipkin  to  boil  slowly  t<^ther,  and  let  the 
composition  boil  until  a  drop  of  it  thrown  into  cold  water,  and 
taken  up  in  your  wet  fingers,  ceases  to  stick  to  your  fingers, 
when  it  is  done.  Then  take  it  from  the  fire  and  immediately 
strain  it  through  a  cloih,  receiving  it  in  a  basin  of  cold  water; 
when  the  pastille  is  hardened,  grease  your  hands  with  linseed 
oil,  and  take  the  composition,  and  pull  it  to  and  firo  like  bird- 
lime ;  then  make  it  into  a  cake,  and  you  can  then  keep  it  a 
long  time,  either  in  or  out  of  water,  and  so  much  for  the  pre- 
paration of  the  pastille. 

15.  The  voay  to  incorporate  tite  pounded  lapis  lazuli  with 
the  pastille  to  refine  it  well. — Take  of  the  powder  of  the  lapis 
lazuli  one  pound  for  every  10  oz.  of  the  pastille,  and  put  the 
pastille  into  a  glazed  pipkin  and  make  it  almost  boil ;  then 
take  the  powder  and  put  a  little  at  a  time  into  the  pipkin,  and 
mix  it  well  together  with  a  stick,  and  throw  the  mixture  while 
hot  into  a  basin  of  cold  water ;  then  oil  your  hands  with  linseed 
oil,  as  you  did  before,  and  knead  the  paste  very  well  in  order 
to  incorporate  the  ingredients  thoroughly  together  ;  then  make 
them  into  a  cake  and  put  this  back  into  a  basin  of  clear  cold 
water.  You  may  keep  it  as  long  as  you  like,  and  you  must 
keep  it  at  least  a  fortnight ;  and  so  much  for  incorporating  the 
powder  with  the  pastille. 

16.  TTie  way  to  tvash  the  powder  out  of  the  pastille  to  refine 
it. — ^When  you  wish  to  extract  the  azure,  put  the  pastille  into  a 
glazed  pipkin,  with  tepid  water ;  and  there  must  be  enough  water 
to  stand  four  fingers'  breadths  over  the  pastille  ;  let  it  remain 
so  for  the  space  of  ten  paternosters,  and  then  throw  away  that 
water,  and  add  some  more  water  to  it,  and  do  this  three  or 
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bene  subtilissimo  lassalo  seccare  e  quando  e  secco  lo  poi  maci- 
nare  cum  lisciva  o  vero  cum  draganti  perche  lo  fa  piu  palpa- 
bili  e  lassalo  seccare  e  questo  e  quauto  ala  preparatione  de  lo 
dicto  lapis  lazuli. 

14.  El  modo  affare  el  pastillo  e  affiruire  la  dicta  preparatione 
de  lo  lapis  lazuli  mpradicto. — Recipe  oz.  3  de  ragia  de  pino 
oz.  j  de  pece  spagnola,  oz.  j  de  mastice,  oz.  j  de  semi  de  lino  e 
mecti  omni  cosa  al  foco  in  una  pignatta  vitriata  a  bulire  pia- 
namente  e  tanto  boUa  che  gietandoni  una  goccia  in  aqua  fredda 
e  poi  pigliandola  cum  li  deta  bagnati  non  se  apicha  ale  deta 
alhora  e  cocta  e  cosci  calda  toUa  dal  fiioco  e  siibito  colala  in 
uno  panno  e  ricogliendolo  in  uno  catino  daqua  fredda  e  quando 
el  pastillo  e  ben  indurato  ongniti  le  mani  cum  lolio  de  semi  di 
lino  e  piglia  la  dita  compositione  e  tirala  in  la  e  in  qua  come 
se  fa  el  vischio  poi  lo  reduce  ad  modo  duno  pano  e  conservare 
el  poi  longho  tempo  o  voli  in  aqua  o  senza  aqua  e  questo  basta 
a  la  compositione  del  pastillo. 

15.  El  modo  da  incorporare  la  sopradicta  preta  pista  in  lo 
pastillo  per  affinarla  optimamente. — Summe  de  la  polve  de  lo 
dicto  lapis  lazuli  per  omne  libra  oz.  x  de  lo  dicto  pastillo  e 
mectilo  in  una  pignatta  vitriata  e  fallo  tanto  scaldare  che  sia 
per  bollire  alhora  tolli  lo  dicto  lapis  in  polvere  e  metilo  a  poco 
a  poco  in  la  pignatta  e  misticalo  bene  insieme  cum  imo  bastone 
e  gietalo  cosi  caldo  in  uno  catino  daqua  fredda  poi  ongiti  le 
mano  cum  lolio  de  semi  de  lino  commo  facesti  la  prima  volta 
e  tiralo  molto  bene  acio  se  incorpora  bene  poi  lo  reduce 
commo  imo  pane  e  rimetilo  in  uno  catino  daqua  fredda  e 
chiara  e  poilo  tenere  quanto  voli  ma  vole  almanco  stare  per 
XV  di  naturali  e  questo  basta  in  quanto  alia  incorporatione  de 
la  polvere. 

16.  El  modo  da  cavare  la  dicta  polve  de  lo  pastillo  per 
ajinarla. — Quando  voli  cavare  el  sopradicto  azurro  del  pastillo 
poni  el  dicto  pastillo  in  uno  catino  vitriato  e  metivi  de  Taqua 
tepida  e  e  vole  esser  tanta  aqua  che  stia  4  deta  sopra  al  pastillo 
e  lassalo  cusci  stare  per  dire  X  patri  nostri  poi  sparge  via 
quella  aqua  e  metice  de  laltra  aqua  calda  e  fa  cusi  iij  o  iiij  volte 
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four  times  until  the  pastille  is  wanned  through.  Then  take 
two  clean  sticks  a  foot  long,  and  of  the  thickness  of  one  finger, 
round  at  the  ends ;  and  with  these  sticks  you  must  knead  the 
pastille  in  the  warm  water,  turning  it  inside  out  with  the  sticks 
and  continue  doing  so,  and  chan^g  the  warm  water,  until  the 
azure  begins  to  come  out  of  the  pastille,  and  when  the  water  is 
full  of  the  azure,  empty  it  into  another  basin,  holding  back  the 
pastille  in  the  basin  with  the  sticks.  Then  pour  some  hotter 
water  over  it,  and  continue  to  do  so  until  all  the  azure  is  ex- 
tracted. When  you  see  the  ashes,  which  are  of  a  dull  colour, 
work  out,  put  them  away  into  another  vase,  because  they  are  not 
good,  compared  with  the  first  sort.  Pour  the  3  or  4  first  washings 
into  the  first  basin,  and  as  many  more  into  the  second^  and  all 
the  rest  in  the  third  basin.  The  first  will  be  of  a  fuller  colour, 
but  not  so  finely  pulverized ;  and  the  second  will  be  of  a  very 
good  colour,  but  not  like  the  first,  and  the  third  will  be  of  a 
whitish  colour  and  very  finely  pulverized.  Then  put  each  sort 
by  itself,  and  take  out  the  water,  then  clean  the  azure  with 
eggs  ^beaten  up  with  the  branch  of  a  fig-tree,  and  make  the 
azure  into  a  paste  with  these  beaten  eggs  ;  then  wash  the  azure 
with  clear  and  weak  ley  until  the  ley  comes  ofl^  clear,  fre- 
quently renewing  the  ley,  and  then  dry  the  azure  in  the  shade, 
out  of  the  way  of  dust,  and  keep  it  in  a  little  bag  of  chamois 
leather. 

17.  The  way  to  make  "  azurro  di  lamagna^^^  or  Crerman  azure^ 
or  Spanish  azure,  and  to  refine  it  welL — Take  the  mineral  stone 
of  the  colour  of  smalt,  or  of  a  yellow  colour,  break  it  in  pieces, 
and  free  it  from  other  mixtures  and  impurities,  and  then  pound 
it  very  fine  in  a  bronze  mortar,  covered  over,  in  order  that  the 
powder  may  not  escape  and  be  blown  into  the  air,  and  sift  it 
with  a  very  fine  sieve.  Then  take  very  strong  and  clear  ley, 
made  from  baked  ashes,  with  which  you  must  wash  the  powder 
of  the  lapis  lazuli  four  or  five  times,  and  receive  all  the  waters 
in  a  basin,  and  pour  the  ley  carefully  ofi*  the  azure,  which  will 
aettlc  at  the  bottom  of  the  basin.  Then  take  very  clean  and 
wliite  honey,  and  grind  up  the  azure  with  the  honey,  a  little  at 
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tanto  che  el  pastillo  se  scalde  de  dentro  poi  tolli  doi  bastoni 
longfai  mezobracio  e  grossi  uno  deto  polliti  e  necti  per  tutto  e 
tondi  in  capo  e  cum  questi  bastone  se  vole  cemenare  el  dicto 
pastillo  nela  dicta  aqua  calda  e  reyoltando  quello  dentro  de 
fora  cum  li  dicti  bastoni  e  tanto  farai  cusci  scambiando  laqua 
calda  per  infino  che  lo  azurro  cominciara  ad  huscire  fora  del 
pastillo  e  quando  laqua  e  ben  piena  de  azurro  yoita  quella 
aqua  azzurra  in  uno  altro  catino  retinendo  el  pastillo  nel  fondo 
del  catino  cum  li  dicti  bastoni  poi  li  rimecte  suso  del  aqua  piu 
calda  e  tanto  fa  cusci  che  nescha  fora  tucto  lo  azurro  e  quando 
tu  vedrai  uscire  fora  el  cinaraccio  che  e  di  colore  smorto 
metilo  da  parte  in  uno  altro  vaso  perche  non  e  buono  apresso 
quello  de  prima.  Mecti  la  prima  lavatura  3  o  4  volte  nel 
catino  e  altratanto  nel  secondo  e  tucte  Taltre  nella  terza  sorte 
el  primo  sera  piu  pino  de  coUore  ma  non  sera  cusi  subtili  e  el 
secondo  havera  assai  buono  collore  ma  non  commo  el  primo  e 
el  terzo  sera  de  collore  bianchetto  e  sera  sutilissimo  poi  mecti 
cescuno  da  per  se  e  cavarai  laqua  e  poi  purga  lo  azurro  cum 
gli  ova  sbactuti  cum  una  rama  de  fico  e  impasta  lo  dicto 
azurro  cum  questi  ova  sbattuti  poi  tolli  liscia  chiara  e  dolce  e 
lava  lo  dicto  azurro  cum  essa  liscia  tanto  che  la  liscia  nescha 
chiara  renovando  spesso  la  dicta  liscia  e  poi  lo  pone  a  secare  a 
lombra  dove  non  vi  vada  polve  e  serba  lo  in  saculo  camusi. 

17.  Pratica  affare  azurro  de  lamdgna  o  vero  azurro  tkodesco 
o  vero  azurro  spagnolo  e  ajinarlo  optimameinte. — Tolli  de  lo  lapis 
minerali  de  collore  de  smalto,  o  vero  de  collore  crocio  e  rom- 
pilo  bene  e  acapalo  de  V  altre  misture  e  immonditii  poi  lo  pista 
molto  bene  in  uno  mortaro  de  bronzo  coperto  primo  che  non 
sfiiita  et  non  vada  la  polvere  alaiere  poi  lo  staccia  cum  una 
stacia  subtili  de  poi  tolli  liscia  fortissima  e  chiara  facta  de 
cenere  recotta  cum  la  quale  lava  la  polvere  de  lo  ditto  lapis  in 
fine  a  quattro  p  cinque  volte  e  coglie  tutta  la  lavatura  in  uno 
catino  e  lassa  bene  scolare  la  liscia  de  lo  azurro  che  stara  in  lo 
fondo  del  catino  poi  tolli  del  mele  molto  bene  netto  e  bianco  e 
vieni  macinando  lo  dicto  azurro  alio  dicto  mele  a  pocho  a  poco 
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a  time,  on  the  porphyry  slab,  until  it  is  ground  fine ;  then  take 
four  or  five  glazed  basins,  and  put  the  azure  into  one  basin,  in 
which  you  must  distemper  it  with  strong  ley,  mixing  it  well 
with  your  hands ;  when  it  is  well  mixed,  pour  it  off  very  quickly 
into  another  vase,  and  continue  washing  it  until  the  ley  becomes 
clear,  and  let  the  coarse  azure  remain  at  the  bottom ;  then 
grind  up  again  the  coarse  azure  which  you  have  left  at  the 
bottom,  as  you  did  before,  and  when  it  is  ground  put  it  with 
the  first,  and  wash  it  all  together  as  you  did  before.     When 
you  have  washed  it  well,  let  it  rest  for  the  space  of  one  pater 
noster ;  then  pour  it  off  slowly  into  another  basin,  and  wash  it 
until  you  have  washed  away  the  fine  parts.    Then  grind  up  the 
coarse  parts  as  before  mentioned,  if  you  like,  and  mix  all  to- 
gether, coarse  and  fine — ^that  is  to  say,  the  first,  second,  and 
third  washings ;  and  when  you  have  washed  the  powder  well,  so 
that  the  ley  separates  entirely  from  it,  let  all  the  ley  run  ofl^ 
and  put  the  azure  into  a  glazed  pipkin,  and  pour  over  it  strong 
white  vinegar,  so  as  to  cover  the  azure,  and  as  much  common 
salt  as  is  sufficient.     Let  it  stand  so  for  two  natural  days ;  then 
pour  off  the  vinegar  into  a  basin,  and  when  it  is  run  off,  wash 
the  azure  in  three  or  four  clear  waters,  and  throw  all  those 
waters  on  to  the  vinegar  which  first  ran  off  the  azure,  as  there 
may  perhaps  be  something  useful  in  it,  which  you  must  put  with 
the  good.     You  must  then  separate  the  fine  azure  from  the 
coarse  in  this  manner : — Take  a  new  glazed  jar,  into  which  put 
the  azure  ;  then  take  ley  so  warm  that  you  can  just  bear  your 
hand  in  it,  and  some  soap  scraped  very  fine  with  a  knife,  add 
to  each  pound  of  azure  half  an  ounce  of  soap,  mix  all  these 
things  together,  and  then  have  ready  a  small  bag  in  which  you 
may  shake  up  the  mixture  togetlier  until  it  froths ;  then  empty 
the  pipkin  carefully,  taking  off  the  scum  with  a  spoon,  so  that 
only  the  coarse  part  may  remain  behind ;  next  take  the  scum, 
and  put  it  back  into  another  pipkin  with  a  little  more  fresh  ley, 
and  do  the  same  as  you  did  before  ;  then  pour  off  into  the  first 
basin  the  coarse  parts  which  remain,  and  grind  it  again,  and 
do  as  before  ;  afterwards  grind  that  which  is  with  the  soap  with 
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in  su  lo  porfido  prima  che  vegna  subtili  e  commo  sera  tutto 
macinato  bene  habbi  4  o  5  catini  vitriati  poi  metti  el  dito  aznrro 
in  uno  catino  nel  quale  stempera  el  dicto  azurro  cum  liscia 
forte  remenandolo  bene  cum  mano  e  quando  sera  bene  stempe- 
rato  e  tu  presto  presto  scola  in  uno  altro  vaso  e  cusci  seguita  lo 
layare  per  infino  ne  vieni  la  liscia  chiara  e  lassa  romanere 
lazurro  grosso  al  fondo  e  de  novo  remacina  quello  grosso  che  te 
remasto  al  fondo  commo  prima  e  commo  e  macinato  metilo  in- 
siemi  cum  lo  primo  e  lavalo  tucto  insiemi  commo  da  prima  e 
commo  tu  laverai  ben  lavato  lasselo  reposare  per  uno  pater 
nostro  poi  scolalo  pianamente  in  uno  altro  catino  poi  lo  lava 
tante  volte  che  se  ne  cava  lo  sotile  e  poi  de  novo  macina  el 
grosso  se  te  place  commo  di  sopra  e  dicto  e  tucto  lo  ricoglie  in- 
siemi grosso  e  suctili  cio  e  el  primo  e  el  secondo  e  el  terzo  e  da 
poi  che  lai  molto  bene  lavato  tanto  che  nescha  la  liscia  chiara  e 
lassalo  bene  scolare  da  la  lixia  poi  lo  metti  in  una  pignatta 
yitriata  e  e  mectivi  sopra  de  lo  aceto  forte  e  bianco  tanto  che  lo 
azurro  stia  coperto  e  tanta  quantita  de  sale  communo  che  sia 
sufficienti  e  lassa  cusci  stare  per  doi  di  naturali  e  poi  scola  el 
dicto  aceto  in  uno  catino  e  commo  e  scolato  lavalo  a  tre  o  a 
quatro  aque  chiare  e  tucte  quelle  aque  bucta  in  su  lo  aceto  che 
cavasti  prima  de  lo  azurro  acio  se  vi  fosse  niuna  cosa  bona  la 
quale  mecti  insiemi  cum  lo  buono  da  poi  sepera  lo  azurro  buono 
dal  grosso  in  questo  modo  toUi  uno  pignatto  novo  vitriato  nel 
quale  mecti  el  dicto  azurro  poi  tolli  liscia  ben  calda  quanto  se 
li  possa  soffiririre  la  mano  e  habi  del  sapone  raso  ben  sottili  con 
lo  cortello  e  vole  esser  tanto  che  sia  per  omne  libra  de  azurro 
meza  oncia  de  sapone  e  mistica  tutte  queste  cose  insiemi  poi 
habbi  uno  sachetto  cum  lo  quale  tu  volte  e  travolte  molto  bene 
le  dicte  cose  per  infino  a  tanto  che  faccia  una  buona  schiuma 
de  poi  scola  la  dicta  pignatta  in  uno  catino  caute  tirando  suso 
la  schiuma  cum  uno  cochiaro  infini  romane  solamente  lo  grosso 
e  da  poi  tolli  la  dicta  schiuma  e  de  novo  lo  rimecti  in  una  altra 
pignatta  cum  uno  altro  poco  di  liscia  nova  e  fa  el  simili  commo 
da  prima  poi  scola  nel  primo  catino  el  grosso  che  te  remane 
remacinalo  una  altra  volta  e  fa  commo  prima  poi  vieni  lavando 
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clear  and  clean  ley,  and  then  take  a  glazed  jar  with  urine  in 
it,  and  boil  the  urine,  and  for  every  pound  of  azure  add  half  an 
ounce  of  gum  arabic,  and  scum  it  well,  and  put  some  scent  into 
it.  When  it  has  boiled,  take  it  oflF  the  fire,  and  when  cool  put 
the  azure  into  it,  and  let  it  stand  so  for  a  night ;  then  pour  off 
the  urine,  and  let  the  azure  dry  in  the  shade,  and  turn  the 
azure  frequently  with  a  stick ;  then  put  it  into  a  little  leather 
bag  before  it  is  quite  dry,  and  squeeze  it  well  in  your  hands,  or 
put  it  into  an  ox  bladder,  which  must  be  prepared  by  soaking 
the  bladder  for  one  night  in  vinegar  and  salt ;  and  keep  it  well, 
and  you  will  have  an  azure  like  ultramarine. 


18.  To  make  azure  by  means  of  the  pastille. — Take  pine  resin 
oz.  iij,  Greek  pitdi  oz.  j ;  pound  the  pitch  and  mix  the  whole 
with  oil,  and  put  it  to  boil  slowly  in  a  glazed  jar  until  it  is 
done,  and  this  may  be  known  in  the  following  manner : — Take 
a  drop  of  the  composition  and  throw  it  into  cold  water,  and  if  it 
does  not  stick  to  your  wet  fingers  it  is  boiled  sufficiently.  When 
it  is  done,  take  a  glazed  basin  of  cold  water,  and  strain  the  said 
composition  into  the  water  through  a  cloth,  screwing  and 
squeezing  it  with  a  split  stick  so  that  it  may  all  come  out  of 
the  cloth,  and  let  it  harden  a  little  in  the  water ;  and  when  you 
wish  to  use  the  pastille,  warm  it  a  little,  and  take  for  every 
half  pound  of  the  pastille,  half  a  pound  of  azure — ^that  is,  of 
the  stone  pounded  into  a  fine  powder — ^and  mix  and  incorporate 
well  the  powder  and  the  pastille,  and  let  them  lie  for  a  week. 
Then  take  a  glazed  jar,  and  put  into  it  some  tepid  water  ;  put 
the  pastille  into  this  water,  and  wash  it  very  well  in  the  same 
way  that  birdlime  is  washed,  pulling  and  kneading  it  to  and  fro 
in  the  hand,  and  taking  care  not  to  break  it,  and  continue 
doing  this  until  the  water  becomes  blue,  renewing  the  water 
frequently.  Then  set  aside  that  azure  water,  and  take  another 
basin  of  water  a  little  warmer  than  the  first ;  put  the  pastille 
into  it,  and  do  as  you  did  before  until  it  becomes  blue,  and  put 
it  apart  as  you  did  the  first,  and  do  this  until  the  water  no 
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quello  che  e  in  nel  sapone  cum  liscia  ben  chiara  e  netta  poi 
tolli  uno  pignatto  vitriato  cum  orina  e  fa  bullire  la  dicta  orina 
ne  la  quale  mecti  per  omni  libra  dazurro  meza  oncia  de  gom- 
arabico  *e  schiumalo  molto  bene  e  metili  dentro  alcuna  cosa  odo- 
rifera  e  quando  ha  bulito  levalo  dal  fiioco  e  commo  e  refredato 
e  tu  vi  mecti  dentro  lo  azurro  e  lassalo  cusi  stare  per  una  nocte 
e  poi  scola  via  la  ditta  orina  e  poi  pone  asciugare  lo  dicto  azurro 
a  lombra  e  apre  el  dicto  azurro  spesso  cum  uno  bastone  poi  lo 
ripone  in  uno  sacbecto  de  corami  in  nanti  che  sia  in  tutto 
fomito  de  sciugare  e  menalo  bene  per  mano  o  vero  tu  lo  pone 
in  ima  visicha  de  hove  la  quale  sia  attuata  in  questo  modo  farai 
stare  la  visicha  in  lo  aceto  e  sale  per  una  notte  e  servalo  bene  e 
haverai  azurro  simili  al  oltramarino. 

18.  A  fare  azurro  'per  via  de  pastilh. — Tolli  ragia  de  pino 
oz.  ii],  pece  greca  oz.  j,  e  pista  la  pece  e  mistica  omne  cosa 
cum  olio  et  mettilo  a  bullire  a  poco  a  poco  e  mectilo  in  una 
pignatta  vitriata  infino  a  tanto  che  sera  cotto  e  questo  se  cog- 
nosce in  questo  modo  tolli  una  gocia  de  la  dita  compositione  e 
gietala  in  aqua  fredda  e  se  non  se  apicha  ale  deta  che  sieno 
bagnati  e  cocta  poi  quando  e  cotta  tolli  uno  catino  vitriato  cum 
aqua  fredda  e  cola  la  dita  composition  in  questa  aqua  cum  uno 
panno  spregnendo  e  ritorcendo  cum  uno  ligno  fesso  siche  tutto 
vegna  fora  del  panno  e  lassalo  indurare  uno  pocho  nel  aqua  poi 
quando  voli  operare  el  dito  pastille  rescaldalo  uno  poco  e  tolli 
per  omne  meza  libra  de  pastille  una  libra  dazurro  cioe  la  preta 
pista  in  polvere  sotili  e  mista  insiemi  la  polve  el  pastille  molto 
bene  incorporando  poi  lo  lassa  stare  per  8  di  naturali  poi  tolli 
uno  catino  vitriato  e  metice  dentro  del  aqua  tepida  e  metti  lo 
pastille  in  questa  aqua  e  lavalo  molto  bene  commo  se  lava  lo 
vischio  tirando  e  remenando  in  qua  e  in  la  cum  mano  e  guarda 
che  tu  non  lo  rompi  e  cusi  farai  in  fino  a  tanto  che  laqua 
diventa  azurra  renovando  spesso  laqua  alhora  pone  quella  aqua 
azurra  da  parte  poi  telle  uno  altro  catino  cum  laqua  che  sia 
uno  pocho  piu  calda  che  laltra  prima  e  mecti  dentro  lo  pastille 
e  fa  commo  prima  intanto  che  diventa  azurra  e  serbala  da 
parte  commo  prima  e  farai  cusci  infino  a  tanto  che  laqua  non 
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longer  comes  off  blue,  and  put  each  water  away  by  itself;  cover 
it  up,  and  let  it  settle  until  the  azure  sinks  to  the  bottom ;  then 
take  up  the  water  with  a  sponge  cautiously,  so  as  not  to  move 
the  azure,  and  when  all  the  water  is  removed,  let  the  azure  at 
the  bottom  of  the  basin  dry,  and  keep  it ;  and  know  that  the 
first  is  perfect  azure,  and  is  worth  five  ducats  the  ounce,  the 
second  less,  and  so  the  third. 

19.  To  make  azure  another  way. — Take  lapis  lazuli  of  a 
violet  tinge,  very  clean  from  earth  and  impurities  and  particu- 
larly from  pyrites,  and  break  it  in  a  bronze  mortar,  after- 
wards grind  it  very  fine  upon  porphyry  or  marble,  and  then  dry 
it.  Then  make  a  pastille  from  the  following  ingredients,  viz. : 
take  for  one  pound  of  the  stone,  4  oz.  of  new  wax,  the  same 
quantity  of  colophony,  4  oz.  of  naval  pitch,  and  one  ounce  of 
powdered  incense,  and  you  must  first  liquefy  the  wax  in  a  glazed 
jar ;  you  must  then  put  5  ounces  of  linseed  oil,  only  half  of 
which  is  to  be  used  at  first,  the  other  part  is  to  be  reserved. 
Then  add  all  the  other  things,  pulverizing  all  that  should  be  in 
powder,  and  when  they  are  melted  or  dissolved,  strain  them 
through  a  linen  cloth  into  a  glazed  vase,  such  as  a  washing 
basin,  filled  with  clear  cold  water ;  then  take  the  pastille  with 
the  powder  of  the  lapis  lazuli,  and  put  it  on  a  marble  slab,  and 
incorporate  one  with  the  other.  The  proof  of  their  being  per- 
fectly incorporated  is,  that  the  pastille  breaks  while  kneading 
it  in  your  hands,  but  it  must  be  done  a  little  at  a  time,  a  piece, 
for  instance,  of  the  size  of  a  chestnut,  and  the  whole  must  be 
made  into  a  cake,  and  must  be  suffered  to  stand  3  or  4  days. 
When  you  wish  to  extract  the  azure,  do  it  with  hot  water, 
having  an  assistant  to  throw  the  water  over  your  hands  while 
you  are  kneading  and  washing  the  pastille,  letting  the  water 
run  into  a  glazed  vessel,  and  setting  apart  three  waters,  and 
changing  the  water  until  it  is  no  longer  coloured.  Then  let  it 
settle  and  pour  off  the  water,  strain  the  azure  through  a  cloth, 
and  let  it  dry,  and  it  will  be  done. 

20.   To  make  azure  another  way. — Take  of  lapis  lazuli  one 
pound,  and  grind  it  well  and  sift  it  through  a  linen  cloth ;  aiter- 
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diventa  piu  azurra  e  metti  omne  aqua  da  per  se  coperta  e  lash- 
sala  tanto  poesare  che  lo  azurro  sia  andato  al  fondo  poi  cava 
tutta  laqua  cum  una  spogna  cautamente  che  lo  azurro  non  se 
moya  poi  cbe  sera  cavata  tucta  laqua  lassa  eeccare  lo  azurro 
nel  fondo  del  catino  e  consenralo  e  sappi  che  lo  primo  e  per- 
fecto  azurro  e  rale  cinque  ducate  loncia  lo  secondo  vale  mancho 
e  cosi  lo  terzo. 

19.  Ad  faciendum  azurrum  per  aliam  viam. — ^Accipe  lapia 
lazuli  bene  multumque  mundum  a  terra  et  superfluitate  et 
maxime  a  marchesita  et  sit  ooloratus  colore  violatii  et  ipsum 
tere  in  mortario  bronzi  postea  macina  super  porfidum  sive  mar- 
morem  suctiliter  postea  desicha  ipsum  deinde  fac  pastillum  ex- 
istis  rebus,  viz.,  sume  pro  una  libra  dicti  lapidis  uncias  quatuor 
cere  nove  et  tantumdem  colofonie  et  untias  4  pice  navalb  et 
tintiam  unam  incensi  pulverizati  et  unam  oUam  habeas  vitria- 
tam  in  qua  liquefac  ceram  super  quam  pone  untias  5  olei  semi- 
nis  lini  sed  primo  non  ponas  nisi  medietatem  dicti  olei  lini  et 
aliam  partem  serra  deinde  pona  et  omnes  alias  res  pulrerizatas 
quae  pulverizanda  sunt  et  quando  erunt  destrute  sive  disolute 
tunc  cola  per  pannum  lineum  in  uno  vase  vitriato  sicut  est  lavella 
in  quo  sit  aqua  clara  et  frigida  tunc  sume  pastillum  cum  pul- 
yere  lazuli  et  pone  in  marmore  et  simul  bene  incorpora  unum 
cum  reliquo.  Signum  vero  perfecte  incorporationis  est  quando 
trando  pastillum  cum  manibus  frange  tamen  debet  incorporari 
ad  modicum  ad  modicum  proice  qualibet  ad  quantitatem  unius 
castanee  et  tunc  ex  omnibus  fiat  panis  unus  et  permicte  stare 
diebus  tres  vel  quatuor.  Et  quando  vis  exthraere  azurrum  ex- 
trahe  ipsum  cum  callida  aqua  ita  tamen  quod  unus  proiciat 
aquam  super  manus  tuas  et  tu  move  pastillum  lavando  ipsum 
et  aqua  cadat  in  vase  vitriato  seperando  aquam  ter  et  mutando 
tantum  quod  plus  non  colloretur  et  permitte  posare  et  sepera 
aquam  et  cola  azurrum  per  pannum  subtile  et  permitte  sicari 
et  erit  factum. 


20.  Ad  faciendum  azurrum  per  alium  modum. — Summe  lapi- 
dem  lazurinum  libram  unam  et  eum  tere  bene  et  cribra  per 
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wards  grind  it  fine  npon  porphyry,  and  let  it  dry ;  then  take 
Greek  pitch,  naval  pitch,  olibanum,  mastic,  vemicem  annarii  (?), 
clean  new  wax  2,  4,  2,^  and  common  oil  2,  1 ;  melt  all  these 
things  together  in  a  saucer  and  mix  them  well.  Then  take  a 
hasin  full  of  clear  water,  and  strain  into  it  through  a  cloth  all 
those  things  which  you  melted  in  the  saucer,  and  anoint  your 
hands  with  oil,  and  take  the  composition  which  you  put  into  the 
basin,  and  knead  it  well  before  the  fire  like  wax ;  then  by  de- 
grees incorporate  the  powdered  lapis  lazuli  with  it,  and  let  the 
mass  remain  in  a  ball  for  3  or  4  days,  and  the  longer  the  better. 
Next  take  a  large  glazed  vase,  and  put  the  ball  into  it,  and 
pour  hot  water  upon  it,  stirring  it  with  a  wooden  stick,  and  work- 
ing it  well  until  the  water  is  coloured  with  the  azure ;  separate 
it,  and  add  fresh  hot  water,  and  do  as  you  did  before,  and  put 
it  into  another  basin.  Do  this  as  long  as  the  water  comes  off 
coloured,  and  if  there  seems  to  you  to  be  any  colour  left  in  the 
ball,  take  some  common  ley  almost  boiling,  and  pour  it  upon 
the  ball  and  stir  it  strongly,  then  put  it  back  with  coloured 
water  from  the  third  washing ;  afterwards,  when  the  water  has 
cleared,  pour  it  off  so  that  none  of  it  may  remain,  and  then 
cover  over  those  vases  with  a  sieve  in  the  sun,  and  let  them  dry. 
This  must  only  be  done  in  clear  weather. 

21.  The  way  to  make  coarse  azure. — Take  the  stone  called 
"  viterola  de  lamanea,"  *  which  is  like  pumice  stone,  and  grind 
it  fine  without  any  liquid.  Then  take  a  little  turpentine,  new 
wax,  and  naval  pitch,  and  put  it  to  melt,  and  when  the  whole  is 
melted  put  into  it  some  of  the  powder  of  the  stone,  and  stir  it 
with  a  stick  to  mix  it  well  •,  then  take  warm  water  and  a  ladle 
or  a  stick,  and  work  it  till  the  azure  is  extracted,  frequently 
changing  the  water  and  setting  it  aside.  Let  it  dry,  and  keep 
it  in  a  leather  purse. 

1  These  numbers  probably  refer  to  pounds,  ounces,  and  drachms ;  the 
figure  with  the  comma  under  it  stands  for  ounces. 

2  The  Viterola  de  Lamanea  is  probably  native  blue  Vitriol,  or  sulphate 
of  copper;  because  in  the  Nuovo  Plico  (p.  126),  it  is  said,  that  '^  when 
Viterolo  de  Lamanea  is  boiled  with  the  Verdigris  and  Sal  Ammoniac  in 
strong  vinegar,  and  a  piece  of  iron  put  into  it  while  boiling  hot,  when  cold 
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pannum  lineum  postea  tere  eum  subtiliter  in  porfido  et  permicte 
siccari  deinde  a6cipe  pecem  grecam  et  picem  navalem,  oliba- 
num,  masticem  et  vernicem  annarii  et  ceram  novam  mundam 
2, 4, 2  (sic)y  oleum  comune  ^,  1,  omnia  ista  fundantur  impatella  et 
fortiter  incorporentur  postea  habeas  parasidem  unam  aqne  clare 
plenam  et  cola  per  pannum  omnia  que  intus  infusisti  scilicet  in 
patella  et  tunc  acipe  de  oleo  et  unge  tibi  manus  et  acipe  ea  que 
in  paraside  posuisti  et  due  bene  ad  ignem  ac  si  esset  cera  postea 
paulatim  incorpora  dictum  pulverem  lazurrinum  et  permitte 
dita  massa  stare  admodum  palle  per  3  vel  4  dies  et  tanto  plus 
tanto  melius  erit  deinde  accipe  unum  vas  cupum  et  et  magnum 
ut  sit  yitriatum  et  intus  pone  dittam  pallam  et  infunde  de  aqua 
calida  deinde  remove  eum  cum  baculo  de  ligno  et  due  fortiter 
quousque  aqua  fuerit  bene  coUorata  coUoris  azurri  et  sepera 
illam  et  pone  de  nova  aqua  calida  et  fac  sicut  prius  et  mite  in 
alia  paraside  et  sic  reitera  dummodo  aqua  venit  collorata.  Et 
si  tibi  videtur  quod  remanserit  de  azurro  in  ditta  palla  accipe 
de  comuni  liscivio  quasi  buUito  et  micte  desuper  palla  et  due 
fortiter  et  repone  in  tertia  lavatura  cum  alia  aqua  azurra  postea 
quando  aqua  erit  clara  proice  ilia  ut  nil  remaneatet  tunc  cope- 
rias  parasides  illas  cum  stamenia  ad  solem  et  dimicte  sicari  et 
hoc  non  debes  facere  nisi  per  terapus  clarum. 

21.  Modus  foxnendi  grossum  azunmrn, — Summe  lapidem  qui 
dicitur  viterola  de  lamanea  et  est  ad  instar  puraicis,  tere  ipsum 
sine  aliquo  licore'subtiliter  tunc  recipe  modicum  terebentine  et 
cere  nove  e  pice  navalis  et  pone  ad  liquefaciendum  quando 
erunt  liquefacta  tunc  micte  intus  pulverem  dicti  lapidis  et  move 
baculo  ut  sint  bene  admisia  et  inde  habeas  aquam  calidam  et 
accipe  miscidam  sive  baculum  et  move  tantum  quod  azurrum 
exeat  mutando  semper  aquam  et  secuando  ad  partem  et  per- 
micte sicari  et  serva  in  bursia  corii. 


the  iron  is  found  to  be  of  the  colour  of  copper ;"  being  in  fact  actually 
coated  with  copper. 

Native  Sulphate  of  Copj>er  occurs  massive,  stalactitic,  and  pulverulent ; 
it  is  rarely  found  crystallized.  When  a  portion  of  it  is  dissolved  in  water, 
and  spread  on  the  surface  of  iron,  the  latter  is  immediately  covered  by  a 
film  of  copper.     See  Phil.  Min.,  p.  313. 
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22.  To  make  German  azure. — ^To  make  azure  like  German 
azure,  take  of  rassda^  as  much  as  you  like,  that  is  to  say,  that 
rasscia  which  comes  from  Germany,  and  which  is  like  stone ; 
crush  it  upon  a  marble  slab  and  grind  it  well,  then  take  gum 
arable,  and  dissolve  it  in  twice  the  quantity  of  water»  and  dis- 
temper the  gum,  and  then  with  this  gum  water  distemper  the 
rasscia,  and  when  they  are  well  incorporated,  take  strong  ley 
made  from  the  ashes  of  vine  branches,  and  wash  the  azure  two 
or  three  times  with  this  ley ;  then  let  it  settle  to  the  bottom, 
separate  the  ley,  and  let  it  dry,  and  the  work  is  done. 

23.  To  extract  sol,,  i.  e.  gold,  from  the  lapis  lazulu — ^Take 
lapis  lazuli,  and  pound  it  very  fine  on  an  anvil  or  in  a  bronze 
mortar,  or,  if  you  like,  grind  it  on  porphyry,  first  heating  it  in 
the  fire,  and  when  it  ia  well  ground  take  for  every  pound  of 
powder  an  ounce  of  mercury,  and  mix  it  well  together  with  the 
powder ;  then  take  a  linen  cloth,  not  of  too  close  a  texture,  or 
a  sieve,  and  put  these  things — ^that  is  to  say,  the  powder  and 
the  mercury — into  whichever  of  tiiese  you  choose,  and  press  the 
piece  of  linen  in  order  that  the  quicksilver  may  pass  out  with 
the  gold ;  then  pour  the  quicksilver  into  a  crucible,  and  put  it 
in  the  fire,  when  the  mercury  will  go  off  in  vapour,  and  the  gold 
will  remain  behind. 

24.  To  make  azure^  and  to  know  the  place  where  it  is  pro- 
duced.— Take  lapis  lazuli,  which  is  a  stone  that  comes  from 
Organia,  in  the  country  of  Tartary,'  and  which  is  dug  from  the 


1  I  have  not  been  able  to  find  the  word  '*  rasscia"  in  anj  Yocabularj. 
From  the  imperfect  description  of  the  text,  I  should  consider  it  to  signify 
the  indurated  Blue  Carbonate  of  Copper. 

s  Beckmann  says,  that  the  real  Lapis  Lazuli  is  found  in  the  mountains  of 
that  part  of  Tartary,  called  Bucharia,  which  extends  eastward  from  the 
Caspian  Sea ;  and  particularly  at  Kalal  and  Budukschu.  This  is  confirmed 
by  Tavemier  in  his  *  Travels.'  I  believe  it  is  not  found  in  Hungary,  which 
country  we  are  to  understand  by  the  word  <*  Organia,*'  or  in  Cyprus ;  but 
in  both  these  countries  are  copper  mines,  which  produce  the  blue  ore. 
From  the  former,  the  blue  pigment  called  ''  Ongaro  "  by  Lomazzo  (Trat- 
tato  della  Pittura,  p.  191),  which  Pacheco  says  was  used  by  Titian 
(Tratado  de  la  Pintura,  p.  373),  was  prepared.    The  blue  copper  ores  of 
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22.  Ad  faciendum  azurrum  almaneum.  —  A  fare  azurro 
commo  de  lamagna  toUe  la  rasscia  quella  parte  che  tu  vole 
cio  e  quella  rasscia  che  vene  delamagna  la  quale  e  commo 
petra  rompilo  in  sulo  marmo  e  macinala  molto  bene  poi  tolli 
gomma  rabico  e  doi  parte  piu  che  la  goma  de  aqua  e  stempera 
la  dicta  gomma  e  cum  quella  aqua  gomata  stempera  la  dicta 
rasscia  e  quando  sonno  bene  incorporate  e  tu  tolli  ranno  forte 
facto  de  cenere  de  sciermento  e  lava  lo  dicto  azurro  cum  esso 
ranno  doi  o  tre  volte  poi  lo  lassa  andare  al  fondo  e  sepera  lo 
ranno  e  lassalo  seccare  et  de  facto. 

23.  Ad  extraendum  soly  i.  e.  aurumy  de  lapide  lazuli, — ^Ahwe 
lo  lapis  lazuli  et  tritalo  bene  subtili  in  su  lancudini  o  vero  in 
mortaro  de  bronzo  o  voi  spolverizarlo  in  porfido  metendolo  ad 
infocare  nel  foco  poi  commo  e  bene  trito  tolli  per  omne  libra 
dela  dicta  polve  una  oncia  de  mercuric  vivo  e  miscola  insiemi 
cum  la  dicta  polvere  ben  de  vantage  poi  tolli  panno  de  lino  che 
non  sia  troppo  ficto  o  vero  una  stamegna  et  in  qualunqua  tu 
voli  metivi  dentro  le  dicte  cose  cio  e  la  dicta  polvere  cum  lo 
ariento  vivo  e  spremi  la  dicta  peza  acio  nescha  lo  argento  in- 
siemi cum  loro  poi  poni  lo  dicto  ariento  in  uno  crugiolo  e  polio 
al  foco  lo  argento  andara  via  in  fumi  e  el  sole  remarra  in  lo 
fondo. 

24.  Ad  faciendum  azurrum  et  cognoscendum  locum  uhi  nasci- 
tur. — ^ToUi  lo  lapis  lazuli  lo  quale  e  petra  che  vene  de  Organia 
de  paese  de  tartaria  et  la  se  cava  la  dicta  preta  de  le  montagne 


Cyprus  have  always  been  celebrated,  and  are  still  produced  there.  It  is 
almost  unnecessary  to  observe,  that  this  blue  pigment  from  Hungary  and 
Cyprus  is  the  Azzurro  delta  Magna  formerly  mentioned.  Large  quantities 
of  blue  copper  ore  have  also  been  found  in  Persia ;  and  have  frequently 
been  mistaken  for  Lapis  Lazuli.  Tavemier  gives  the  following  account 
of  it : — 

''  In  the  copper  mines  of  Persia,  veins  of  lazur,  which  is  much  used  in 
that  country,  and  with  which  the  flowers  on  the  ceiling  and  roofs  of  apart- 
ments are  painted,  have  also  been  found.  Before  these  were  discovered  the 
Persians  had  no  other  lazur  than  the  real  kind,  which  comes  from  Tartary, 
and  is  exceedingly  dear.  The  Persian  lazur  is  a  sort  of  copper  ore ;  and 
when  the  stone  is  pounded  and  sifted,  which  is  the  process  employed  with 
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mouniains  of  that  country,  and  where  also  are  found  sapphires 
and  other  precious  stones.   The  stone  is  also  dug  in  the  country 
of  Damascus,  and  in  Cyprus ;  and  the  people  of  those  parts, 
who  are  Tartars  and  infidels,  call  it  in  their  tongue  "  agiara,"  ^ 
that  is  to  say,  azure  stone.     When  you  want  to  use  this  stone, 
take  it,  and  if  the  said  stone  is  in  large  lumps,  put  them  in  the 
fire  so  as  to  be  heated  throughout;  suffer  them  to  remain  in  the 
fire  for  ten  hours,  and  let  the  fire  be  burning  all  round  them, 
and  if  you  allow  them  to  stay  longer  in  the  fire  ihey  will  be 
finer ;  and  if  you  put  them  into  a  pipkin  they  will  be  still  better 
refined  in  the  following  manner : — Take  an  unglazed  pipkin 
pierced  with  many  holes  at  the  bottom,  and  with  a  few  at  the 
sides,  and  put  charcoal  around  it ;  then  put  the  large  lumps  of 
lapis  lazuli  into  this  perforated  pipkin,  which  must  be  placed  on 
a  tripod,  and  when  the  stone  has  been  burnt  for  the  above- 
mentioned  space  of  time,  take  strong  ley  made  of  ashes  of  oak, 
or  glass  ashes — that  is  soda — and  the  ley  will  be  so  much  the 
better  if  you  take  equal  quantities  of  both  of  these,  with  a  little 
quicklime,  and  make  a  ley  as  dear  and  clean  as  you  can,  and 
then  put  the  stone  red  hot  into  the  cold  ley,  and  let  it  remain 
for  three  days ;  next  pour  off  the  ley,  and  let  the  stone  dry,  and 
then  pound  it  in  a  metal  mortar,  and  reduce  it  to  as  fine  a 
powder  as  you  can ;  and  if  the  stone  should  contain  any  gold, 
you  will  extract  it  with  quicksilver  as  was  before  directed.  When 
it  is  well  sifted,  so  as  to  be  very  fine,  put  it  into  a  shell  of  cold 
water,  and  mix  it  with  a  clean  spoon,  and  then  let  it  settle  in 
that  water  till  the  powder  is  all  gone  to  the  bottom,  and  all  the 
impurities  remain  above  ;  then  separate  the  water  from  the  dust 
with  a  sponge,  softly,  so  as  not  to  disturb  the  powder  or  the 


the  real  kind,  it  forms  a  fine  paint,  which  appears  very  bright  and  pleasant. 
After  this  discovery,  the  Persians  durst  no  more  purchase  the  Tartarian 
lazur  ;  and  Mahomet  Beg  issued  an  order  that  painters  should  not  use  fo- 
reign but  Persian  lazur.  This  prohibition,  however,  did  not  long  continue  ; 
for  the  Persian  lazur  could  not  stand  the  effects  of  the  atmosphere  like  the 
real  kind,  but  in  the  course  of  time  became  of  a  dark  and  dismal  colour. 
Sometimes  it  was  full  of  scales,  and  would  not  hang  to  the  end  of  a  soft 
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che  soiino  in  quelli  paesi  e  la  se  trovano  zaffirri  et  altre  prete 
pretiose.  Et  ancora  se  cava  de  la  dicta  preta  in  le  parte  da- 
masco  et  in  le  parte  de  cipre  et  la  gente  de  quelli  parte  che 
sonno  tartari  et  infideli  la  chiamano  in  loro  lingua  agiara  cioe 
petra  de  azurro.  £t  quando  voi  lavorare  la  dicta  preta  pren- 
dila  e  se  la  dicta  preta  fusse  in  zuppi  grossi  mecti  i  peze  nel 
fuoco  che  arda  da  omne  parte  e  lassali  stare  nel  foco  per  x 
hore  e  fa  che  habia  bene  il  foco  da  omne  parte  e  se  piu  la  lassi 
stare  nel  foco  piu  se  affinara.  E  se  tu  la  mecte  in  una  pignatta 
ancora  se  a£Sna  melglio  in  questo  modo :  tolli  una  pignatta  non 
vitriata  e  mecti  de  intomo  carboni  e  la  pignatta  yole  esser  forata 
nel  fondo  cum  spessi  bugi  e  cum  alcuni  bugi  de  intomo  poi 
poni  in  la  dicta  pignatta  bugiata  11  pezi  de  lo  dicto  lapis  grossi 
e  la  dicta  pignatta  vole  esser  sospesa  in  uno  tre  pei  poi  che  sera 
la  dicta  preta  bene  cocta  et  bene  infocata  per  lo  dicto  spatio 
habi  liscia  forte  facta  de  cenere  de  cerro  o  de  cenere  de  vetrio 
cioe  soda  tanto  megliore  sera  la  liscia  se  tu  vi  poni  de  luna  e 
del  altra  cenere  anna  et  cum  uno  pochettino  de  calcina  viva  et 
fa  liscia  chiara  et  necta  quanto  piu  poi  poi  cusci  calda  mecti  la 
petra  in  lo  dicto  ranno  freddo  e  lassa  stare  per  3  di  poi  sepera 
la  dibta  liscia  e  lassa  resciugare  la  dicta  preta  poi  la  pista  in 
uno  mortaro  de  metallo  e  fa  polvere  piu  subtile  che  poi  et  se  la 
dicta  petra  tenesse  doro  farai  cum  lo  argento  vivo  commo  e  di 
sopra  dicto  et  commo  e  ben  staciata  che  sia  ben  subtili  mectila 
in  una  concha  daqua  fredda  e  mista  bene  cum  una  mescola 
necta  bene  e  poi  la  lassa  ben  reposare  in  quella  aqua  che  la 
polvere  sia  bene  andata  al  fondo  et  omne  cativita  rimara  de 
sopra  et  sepera  laqua  de  la  polve  cum  una  spogna  pianamente 
che  non  movi  la  dicta  polvere  o  dicto  azurro  e  se  vedesci  che 


hair  brush.     On  this  account  it  was  soon  neglected  as  a  coloured  earth,  and 
the  lazur  of  Tartary  again  introduced." 

1  Agiara.  The  usual  term  for  Azurro  in  those  parts  of  Italy  situated 
between  the  Apennines  and  the  Po.  It  occurs  in  contracts  for  pictures  by 
Denys  Calvart,  and  Marc  Antonio  Seccadenari  in  1601,  and  by  Ludovico 
Carracci  in  1587,  •  * 
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azure ;  and  if  yon  see  that  it  is  not  well  cleansed,  wash  it  an* 
other  time  in  the  before-mentioned  manner;  and  when  it  is 
quite  clean  let  it  dry,  and  grind  it  dry  on  the  porphyry  as  fine 
as  you  can,  a  little  at  a  time ;  and  if  you  should  have  any 
trouble  in  grinding  it  dry,  add  a  little  water  to  it,  and  when 
you  have  ground  it  fine  put  it  into  a  large  and  flat  glazed 
earthenware  pan,  spread  it  along,  and  let  it  dry,  and  then  grind 
it  again  on  the  porphyry,  and  sift  it  very  fine.  It  must  then  be 
refined  with  the  pastille,  made  according  to  this  recipe : — Take 
1  oz.  of  white  resin,  1  oz.  of  incense,  8  oz.  of  Greek  pitch,  1^  oz. 
of  turpentine,  1  oz.  of  linseed  oil,  and  if  you  wish  to  make  a 
greater  quantity  make  it  according  to  this  proportion;  then 
take  a  glazed  pipkin,  and  put  it  on  the  fire  on  a  tripod,  and 
make  a  fire  of  charcoal  without  flame ;  first  put  the  oil  into  the 
saucepan,  and  let  it  get  warm,  and  then  the  Greek  pitch,  mix 
them  together  with  a  clean  spoon,  and  when  the  pitch  is  well 
melted  add  the  resin,  and  keep  continually  stirring  it ;  then 
add  the  incense,  and  tlien  the  turpentine,  and  mix  all  together, 
and  take  care  to  keep  a  moderate  fire,  in  order  that  the  mixture 
may  not  catch  fire  inside  ;  then  remoye  the  vessel  from  the  fire, 
and  strain  the  contents  through  canvass  like  a  strainer.  Next 
take  a  basin  of  glazed  earthenware,  and  fill  it  half  full  of  clear 
cold  water,  and  put  that  canvass  over  the  basin,  and  then  strain 
the  mixture  which  is  in  the  pipkin  into  this  water,  and  when 
you  have  strained  it  all,  take  it  out  of  the  water,  and  put  it 
where  it  will  not  get  dirty.  If  you  wish  to  refine  one  pound  of 
lapis  lazuli,  take  two  pounds  of  this  pastille,  and  it  will  even 
bear  another  ounce  of  azure.  Then  take  a  clean  glazed  sauce- 
pan, and  put  it  over  a  moderate  fire,  and  add  another  ounce  of 
Greek  pitch,  and  it  will  be  sufficient  for  making  a  larger  quan- 
tity ;  ^ut  the  oil  into  it,  and  do  as  before,  and  let  it  melt  slowly ; 
then  remove  the  saucepan  from  the  fire,  and  pour  it  while  hot 
over  the  lapis  lazuli,  and  mix  it  well.  When  it  is  well  incor- 
porated, before  it  gets  cold,  take  a  shell  of  firesh  water  and 
pour  it  on  the  hot  pastille  which  you  have  in  the  pipkin,  and  the 
whole  will  sink  to  the  bottom  and  adhere  together ;  and  when 
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non  fosse  bene  depurgato  lavalo  una  altra  yolta  alo  dicto  modo 
e  commo  sara  bene  depurgato  lassa  lo  sciugare  poi  lo  macina 
in  su  lo  porfido  cnsci  dasciuto  quanto  piu  poi  a  poco  per  yolta  et 
86  te  fosse  fatiga  a  macinare  dasciuto  metice  uno  poco  daqua 
poi  che  lai  macinato  subtili  metilo  in  uno  vaso  de  terra  vitriato 
largo  e  piano  e  stendivilo  suso  et  lassalo  sciugare  bene  poi  lo 
aremacina  in  lo  dicto  porfido  e  statiarlo  che  sia  ben  subtili  poi 
se  Tole  darli  la  concia  cum  lo  pastillo  cioe  cum  questa  maestra. 
Tolli  oz.  j  de  ragia  bianca,  oz.  j.  de  incenso,  oz.  8  de  pece 
greca,  oz.  1^  de  trementina,  oz.  j  de  olio  de  seme  de  lino  se  ne 
voi  far  maggior  quantita  fallo  secondo  questa  proportione  poi 
habbi  uno  tegami  yitriato  e  poUo  al  foco  in  8u  U  tre  pej  et  fa 
fiioco  de  bragia  e  non  de  fiamma  prima  mecti  in  lo  dicto  tegami 
lolio  et  lassalo  uno  poco  scaldare  et  poi  la  pece  greca  e  mescola 
ipsiemi  cum  una  mescola  uecta  et  quando  la  pece  e  ben  disfatta 
mettivi  la  rasina  et  vene  sempre  mescolando  poi  lo  incenso  poi 
la  trementina  et  mista  et  fa  che  lo  foco  sia  molto  temperate 
accio  non  se  acenda  dentro  poi  levalo  dal  foco  e  colalo  cum  uno 
canavaccio  ad  modo  duno  colatoro  poi  tolli  uno  catino  de  terra 
yitriato  et  fallo  mezo  daqua  chiara  et  fredda  et  mecti  quello 
canayaccio  sopra  alo  catino  poi  cola  et  metivi  suso  quella  de-* 
cotione  che  e  in  lo  diqto  tegami  et  fa  bene  colare  dentro  in 
questa  aqua  poi  che  lai  colata  tucta  cayala  de  laqua  et  ponila 
in  loco  che  non  se  imbrutta.  E  se  yoi  afinare  una  libra  de 
azurro  tolli  doi  libre  de  questo  pastillo  et  anco  comportara  una 
onda  de  azurro  piu  poi  tolli  uno  tegami  necto  yitriato  e  ponilo 
al  foco  temperate  et  mectiyi  oz.  j.  piu  de  pece  greca  et  baster- 
alti  per  fame  maggiore  quantita  et  metiyi  dentro  lolio  et  fa 
cx)mmo  de  sopra  et  lassalo  strengiare  adagio  poi  leya  lo  tegami 
dal  foco  et  cosi  caldo  mectiyi  su  la  polyere  de  lo  lapis  lazuli  e 
mista  bene  et  quando  sara  bene  incorporata  prima  che  se  freddi 
habbi  una  concha  daqua  fresca  e  metiyi  in  su  questa  materia 
cosci  calda  che  hai  nel  tegami  et  tucta  la  materia  andara  al 
fondo  et  arapicarasse  insiemi  et  commo  e  bene  arapicato  cayela 
de  laqua  et  rimenala  per  mano  commo  pasta  tirando  et  distend- 
endola  bene  poi  lo  pone  nel  ^qua  del  catino  et  se  apicha  ale 
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it  coheres  firmly,  take  it  out  of  the  water  and  knead  it  in  your 
hands  like  dough,  pulling  and  spreading  it  well.  Then  put  it 
into  the  water  in  the  basin,  and  if  it  sticks  to  your  fingers 
anoint  them  with  linseed  oil ;  let  the  pastille  remain  in  the  said 
water  for  six  days,  changing  the  water  in  summer  twice  each 
day,  and  in  winter  once ;  and  when  you  wish  to  extract  the 
azure,  take  a  glazed  basin  and  put  the  pastille  into  it,  with 
tepid  water ;  let  the  pastille  get  warm,  and  cover  it  with  a  ladle 
and  press  it.  When  it  is  well  melted,  put  a  little  hotter  water 
to  it,  or  else  warm  that  same  water  in  a  vase,  and  so  wash  it 
eight  times  with  that  same  water,  and  then  let  it  cool,  and  the 
pastille  will  float  upon  the  top,  and  the  azure  will  go  to  the 
bottom ;  and  you  must  keep  the  water  covered^  in  order  that 
no  dirt  may  get  into  it.  Then  remove  the  water  with  the  pas- 
tille softly,  in  order  that  the  azure  which  is  at  the  bottom  may 
not  be  disturbed ;  warm  the  water  that  was  removed,  and  re- 
turn it  upon  the  azure,  and  then  let  it  cool,  and  the  pastille  will 
float  upon  the  top.  Then  separate  the  water  and  make  it  boil, 
and  when  boiled  return  it  upon  the  azure  as  before,  and  take 
out  the  pastille,  which  will  be  good  for  making  other  azures, 
and  put  it  away  in  a  clean  place  ;  and  know  that  the  first  azure 
is  the  finest,  the  second  less  fine,  and  the  third  still  less ;  and 
you  must  keep  the  azure  in  a  chamois  leather  purse,  or  in  a 
glazed  earthenware  jar. 

25.  The  way  to  refine  the  pastille;  and  if  it  should  happen  to 
get  burnt  so  that  the  azure  does  not  work  out^  the  way  to  cure  it, — 
Put  cold  water  into  a  pipkin  and  place  it  over  the  fire.  When 
the  water  is  hot,  put  the  burnt  pastille  into  it,  and  when  the 
pastille  also  begins  to  get  hot,  take  it  out  of  the  water,  and 
put  it  into  a  glazed  jar,  and  again  place  it  over  a  slow  fire ; 
then  add  to  the  pastille  the  following  things.  If  the  azure  and 
the  pastille  together  weigh  two  pounds,  add  1  oz.  of  new  wax, 
1  oz.  of  olive-oil,  1  oz.  of  turpentine,  and  mix  all  well  together 
with  the  pastille,  and  take  the  pipkin  from  the  fire  and  pour 
cold  water  into  it  and  let  it  cool ;  then  knead  and  work  it  as 
before,  and  if  it  should  stick  to  your  hands,  anoint  them  with 
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mano  ongite  le  mano  cum  lolio  de  semi  di  lino  et  lassa  stare  in 
la  dicta  aqua  per  6  di  mutando  laqua  destate  doi  volte  el  di  et 
de  invemo  una  volta  et  quando  voi  cavare  el  dicto  azurro  tolli 
una  catino  vitrio  et  mectivi  dentro  el  dicto  pastillo  et  habi  aqua 
tepida  e  lassa  rescaldare  el  dicto  pastillo  et  coprilo  cum  una 
miscola  et  vienlo  spremendo  et  quando  lo  pastillo  e  bene  dis- 
facto  metivi  uno  poco  daqua  piu  calda  o  vero  rescalda  quella 
aqua  medesima  in  qualche  yaso  et  cosi  cum  quella  medesima 
aqua  calda  lo  lava  8  volte  poi  lassa  refredare  et  el  pastillo 
rimara  de  sopra  et  lazurro  andara  al  fondo  et  tene  coperta  la 
dicta  aqua  aeio  non  vi  vada  alcuna  bruttura  poi  cava  laqua  de 
sopra  insiemi  cum  lo  pastillo  pianamente  che  lazuro  che  e  in 
nel  fondo  non  se  mova  poi  pone  quella  aqua  a  scaldare  et  ri* 
tornala  sopra  a  lo  azurro  et  lassa  poi  reposare  et  el  pastillo 
arivra  a  sommo  poi  sepera  la  dicta  aqua  et  falla  buUire  et  ri- 
tornala  bulita  sopra  a  lo  azurro  al  dicto  modo  et  cava  fora  el 
pastillo  che  e  buono  per  chavare  deli  altre  azurre  e  riponilo  in 
loco  netto  et  sappi  che  el  primo  azurro  e  piu  fino  lo  secondo 
meno  lo  terzo  mancho  et  serbali  in  saculo  camusci  o  vero  in 
albio  de  terra  vitriato. 


25.  Modo  affinare  el  pastillo  se  casofusse  che  te  venisse  arso 
che  non  ne  uscisse  lazurro  pratica  a  raconciarlo. — Tolli  uno 
pagnolo  et  metivi  dentro  aqua  fredda  et  ponilo  al  foco  et 
quando  e  calda  metivi  dentro  lo  pastillo  arso  et  commo  se  co- 
minza  a  rescaldarse  cavalo  fora  et  habbi  uno  tegami  vitriato  et 
polio  al  foco  et  metivi  dentro  el  pastiUo  et  dalli  il  foco  lento  et 
giongivi  sopra  del  pastillo  queste  cose  se  fusse  infra  lo  azurro 
et  lo  pastillo  libre  doi  oz.  j  de  cera  nova,  oz.  j  de  olio  de  olivo, 
oz.  j  de  trementina  et  miscola  omne  cosa  bene  insiemi  cum  lo 
pastillo  et  leva  el  tegami  dal  foco  et  metivi  dentro  aqua  fredda 
et  lassa  lo  refredare  poi  lor  mena  et  extiralo  commo  prima  et 
se  se  apicasse  ale  mano  ongiti  le  mano  cum  olio  et  per  questo 
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oil,  and  in  this  way  you  will  make  it  right,  and  you  may  wash 
the  azure  out  of  it  as  before,  and  it  will  be  good  azure. 

26.  The  way  to  meike  the  pastille  to  prepare  one  of  these  stonei 
when  it  is  much  finer  than  the  rest. — ^Take  4  oz.  of  white 
reran,  8  oz.  of  Greek  pitch,  1  oz.  of  turpentine,  1  oz.  of  mastic, 
1  oz.  of  linseed-oil,  and  use  this  for  a  pound  of  the  lapis  lazuli, 
and  do  as  you  did  before. 


r 
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modo  lo  riconciarai  etcavane  poi  lo  azurro  commode  sopra  et 
sera  fino  azurro. 

26.  Modo  da  fare  el  pagtillo  per  lavorare  una  di  queste  prete 
quando  fusse  piujina  de  vantagio  piu  che  laUre. — Pilglia  oz.  4 
de  ragia  biancha  et  oz.  8  de  pece  greca,  oz.  j  de  trementina, 
oz  j  de  mastice,  oz.  j  de  olio  de  semi  de  lino  et  questo  ado- 
pera  per  ima  libra  de  la  dicta  preta  dazurro  et  fa  la  pratica 
commo  di  sopra. 


(  384   ) 


HERE  BEGINS  THE  SECOND  TREATISE 

CONCERNING  MANY  AZURES  THAT  ARE  MADE  ARTIFICIALLY: 
AND  FIRST  WE  MUST  TREAT  OF  THE  TRIAL  OF  AZURES, 
WHETHER  THEY  ARE  NATURAL  IVflNERAL  AZURES,  OR 
WHETHER  THEY  ARE  ARTIFICLA.LLY  MADE. 

27.  How  to  know  ultramarine  azure  from  the  artificiaJ^  by 
trial  and  examination} — Take  the  dust  of  the  mineral,  or  a 
little  of  the  azure  extracted  from  the  mineral,  and  put  it  on 
a  red-hot  plate  of  iron  shining  and  without  rust.  If  it  does 
not  change  colour,  it  is  excellent.  If  it  turns  hlack,  it  is  of 
little  value.  If  it  is  adulterated,  the  ash  will  be  pale.  If  it 
turns  whitish,  it  is  made  artificially. 

28.  It  is  known  in  another  way  by  experience,* — Put  a  little 
azure  in  your  hand,  or  into  a  shovel,  pour  clean  water  upon  it, 
and  rub  it  with  your  fingers,  and  if  it  immediately  settles  into 
the  cracks  of  your  hands  or  of  the  shovel,  that  azure  is  very 
fine  and  good ;  otherwise  it  is  not  so. 

29.  To  make  azure  artificially, — Take  one  pound  of  brass 
filings,  and  the  same  quantity  of  sal  ammoniac^  or  a  little  less, 
and  dissolve  the  sal  ammoniac  in  aqua  tartari ;  then,  with 
that  water,  make  a  paste  with  verdigris,  and  put  it  into  a  glass 
cucurbit  covered  and  sealed  up  like  a  blind  alembic,*  and  let 
it  stand  under  hot  dung  for  15  days;  then  take  out  what  is 
inside  and  put  it  into  a  crucible  in  a  place  where  it  will  melt, 
but  uncovered ;  when  melted  take  it  out,  and  when  it  is  cool, 
grind  it  on  a  stone  with  aqua  tartari,  and  let  it  dry,  and  you 


1  This  recipe  is  also  in  the  Paris  MS.  vi.  MDCCXLIX.  No.  9.  If  the 
mineral  turn  black,  this  is  a  proof  that  it  is  copper  ore,  and  not  Lapis  Lazuli. 
Eraciius  mentions  the  same  test  for  distinguishing  the  true  Lapis  Lazuli. 

2  This  recipe  is  also  in  the  Paris  MS. 
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INCIPIT  SECUNDUS  TRACTATUS 

DE  MULTK  AZUKRIS  PER  ARTIFICIUM  J'lENDIS  ET  ARTIFI- 
CIALITER  FACTIS:  ET  PRIMO  BICENDUM  ET  VIDENDUM  EST 
DE  PROBATIONE  AZURRORUM  SI  SUNT  NATURALIA  DE  MI- 
NERA  AN  ARTIFICIALITER  FACTA. 

27.  Modus  coffnoscendi  azurrum  ultramarinum  ab  artijiciale 
per  experientiam  et  examen. — Accipe  pulverem  minere  ejus  aut 
parum  de  azurro  extracto  de  minera  et  eum  pone  super  lami- 
nam  ferri  ignitam  et  nitidam  absque  erugine.  Si  non  muta- 
verit  collorem  optimum  est.  Si  vero  revertit  ad  nigredinem 
parum  valet  Si  vero  affalsatum  est  cinis  smortua  e£Sicietur. 
Si  vero  revertitur  ad  albedinem  artificialiter  factum  est. 

28.  Alio  modo  cognosdtur  per  experientiam, — Pone  aliquan- 
tulum  de  azurro  in  manu  tua  aut  pone  in  scutella  et  desuper 
infiinde  aquam  claram  et  frica  cum  digitis  postea  subito  si 
aderat  per  manus  rimmulas  aut  per  scutellam  azurrum  illud 
valde  pulcrum  et  bonum  est  alitor  non. 

29.  Ad  faciendum  azurrum  per  artijicium. — Abbeas  libram 
unam  limature  heris  et  tantundem  salis  armoniaci  vel  parum  mi- 
nus et  solutum  sit  sal  in  aqua  tartari  sive  oleo  deinde  cum 
aqua  ista  fac  lutum  de  viride  heris  et  micte  in  cucurbita  vitri 
coperta  et  sigillata  ad  modttm  factum  elembicum  cecum  et 
dimitte  sub  fimo  calido  quindecim  diebus — ^postea  extrahe  quod 
est  intus  et  micte  in  crugibulo  et  micte  in  loco  fusionis  disco- 
perto  tamen  ut  fundatur  deinde  extrahe  et  cum  refrigidatum 
faerit  ducas  super  lapidem  cum  oleo  sive  aqua  tartari  et  per- 

'  Sal  Ammoniac  is  now  called  Hydrochlorate  of  Ammonia,  and  '<  aqua 
tartari  sive  oleo"  is  a  solution  of  Potash. 

4  A  blind  Alembic  appears  to  be  an  alembic  without  a  pipe  for  convey* 
ing  the  vapour  to  a  receiver. 
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will  have  azure ;  and  if  you  wish  to  make  it  brilliant,  colour  it 
with  a  solution  of  scraped  yerzino  in  white  wine,  in  the  same 
manner  as  you  were  directed  in  the  other  recipe  concerning 
natural  azure. 

30.  To  make  cuure  artificially. — ^Take  four  parts  of  a  stone 
brought  from  beyond  sea,  which  is  called  mercury,  and  it  must 
be  sublimed  according  to  the  usual  method,  that  is  to  say,  it 
must  be  held  on  a  red  hot  and  burning  plate,  for  a  consider- 
able space  of  time,  in  order  that  it  may  be  reduced  to  powder^ 
then  take  two  parts  of  sal  ammoniac,  and  one  part  of  sulphur, 
grind  each  well  by  itself;  then  mix  them  well,  and  put  them 
into  a  glass  vase,  lute  the  vase  with  the  philosopher's  lute,^  and 
let  it  dry.  Then  put  the  vessel  into  the  furnace,  and  give  it  a 
moderate  fire,  and  when  you  see  the  white  smoke  come  out  of 
the  mouth  of  the  vase,  make  no  more  fire ;  and  when  it  is  cold 
break  the  vase  cautiously  and  you  will  find  good  azure. 

SI.  To  make  artificial  azure. — ^Take  fine  marble,  and  about 
an  equal  quantity,  by  guess,  of  the  flower  of  metal '  which  the 
dyers  use,  and  grind  them  well  together,  boil  them  in  good  red 
wine,  put  the  mixture  in  the  sun  to  dry ;  afterwards  grind  it 
again,  adding  more  of  the  said  flower,  then  grind  it  and  dry  it 
again.  Afterwards  take  verdigris  and  indico,  and  grind  them 
well  together,  and  then  you  must  have  "  lac  calvisei,"  other- 
wise called  starch,  and  mix  the  ingredients  until  the  colour 
pleases  you.     Put  it  in  the  sun  to  dry  and  it  is  done. 

32.  To  make  azure, — ^Take  of  Roman  vitriol  1  lb.,  saltpetre 
I  lb.,  of  cinnabar  2  oz.,  of  roche  alum  3  oz.,  of  sal  ammoniac  1  oz., 
of  orpiment  1  oz.,  of  verdigris  1  oz. ;  and  let  each  be  ground  se- 
parately very  fine,  and  then  let  them  be  mixed  together,  and  after- 
wards put  them  to  distil  in  an  alembic ;  first  with  a  very  slow  fire, 

f  Lutum  Sapientse  consisted  of  white  of  egg  beaten  to  a  froth,  and 
mixed  with  iron  filings.  A  coat  of  this  was  to  be  applied  on  the  vessel  to 
be  luted,  and  when  this  was  dry,  another  coat  was  to  be  given ;  and 
80  on  until  three  or  four  had  been  applied.  (See  Breve  Compeodio  di 
Maravigliosi  Segreti  dal  Sig.  F.  Domenica  Auda  Venezia  e  Bassano.  And 
see  I  Secreti  di  Don  Alessio  Piemontese,  Part  I.,  p.  137.  Ed.  Venezia, 
1657.) 


^ 
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micte  fiiccaxi  et  habebis  azumim  et  d  tis  illumixiare  ipsum 
mitte  verzinum  abrasum  in  vino  albo  et  collora  ut  babuisti  in 
alia  reeepta  de  azurro  naturale. 

30.  Ad  faciendum  aznrrum  per  artifitium. — Tolli  parte 
quattro  duna  preta  ultramarioa  che  ae  chiama  mercurio  e 
Yolse  solimare  secondo  el  loro  modo  cioe  che  ae  vole  teaere  in 
su  la  piastra  infocata  e  acesa  per  spatio  duno  pezo  acio  che  se 
possa  spolverizare  poi  tolli  doi  parte  de  sale  armoniacfao  et  una 
parte  de  solfano  e  madna  bene  omne  una  da  per  se  e  poi  le 
mistica  bene  et  mectile  in  uno  vaso  de  vetrio  et  lutalo  cum 
luto  de  sapientia  o  yero  philosophico  et  lassa  seccare  poi  lo 
mecti  in  lo  fomello  et  dalli  el  fiioco  moderato  et  quando  tu 
Tederai  usdre  el  i^mo  bianco  per  la  bocca  del  vaso  non  &re 
piu  foco  et  quando  e  freddo  rompe  lo  vaso  cautamente  et  tro- 
varai  buono  aMrro. 

31.  Ad  faciendum  azurrum  artijieidle, — Summe  de  lapide 
pulcro  marmoreo  et  tantundem  ad  extimationem  de  flore  tnec- 
talli  quo  tintores  utuntur  et  tere  simul  bene  et  fac  deinde 
bullire  in  yino  rubeo  bono  et  pone  ad  solem  ut  siccetur  postea 
iterum  tere  adendo  de  dicto  flore  et  sicca  deinde  iterum  tere 
et  sicca  postea  accipe  de  yiride  ere  et  de  indica,  et  bene  simul 
tere  deinde  habeas  lac  calvisej  aliter  yocatur  amido  et  simul 
misce  dcNaec  color  tibi  placet  et  pone  ad  solem  ut  siccetur  et 
erit  factum. 

32.  Ad  azurrwn  fa^dendum.'^Ti/dd^  yitxioVi  romani  libram 
unam,  salis  nitrii  libram  mediam  cinabrii  oz.  2,  aluminis  rocze 
oz.  3,  salis  armoniaci  oz.  j,  auripiumenti  oz.  j,  yiridis  aeris  oz. 
unam  et  quodlibet  per  se  terat^  subtiliter  ddnde  insimul  cor- 
porentur  et  postea  pone  ad  distillandum  per  elembicum  primo 


s  I  think  this  is  a  mistake,  and  that  for  ''  mectalli  '*  we  should  read 
<<  guati,"  as  in  Nos.  36,  40,  75,  76,  and  77.  The  explanation  of  the  term 
is  giren  in  No.  75,  where  it  is  said  to  be  the  froth  which  floats  on  the 
dyers'  vats  when  they  are  dyeing  with  woad.  This  froth  is  the  produce  of 
fermentation. 

VOL.  11^  F 
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and  take  off  the  first  water  by  itself,  until  the  alembic  reddens, 
flien  put  away  that  water  by  itself,  and  collect  the  next  water, 
that  is  the  second  water.^  You  must  know,  as  I  said  before, 
that  the  fire  must  be  gentle  at  first,  for  the  first  6  hours ;  and 
you  must  then  increase  the  fire  until  the  alembic  gets  white 
hot,  and  no  longer  emits  a  red  smoke,  which  shows  itself  in  the 
recipient  yase ;  then  let  it  cool,  and  this  water  will  be  stronger 
than  any  water  in  the  world.  For  this  water  dissolves  and  cor- 
rodes, and  reduces  to  water  all  things  under  the  sky>  namely, 
stones  and  metals,  and  is  white  and  clear  like  spring  water ;  and, 
if  heated,  gives  out  a  very  red  smoke  ;  it  is  strong  and  acrid, 
and  must  therefore  be  kept  securely  closed.  And  when  you 
wish  to  make  azure,  take  that  second  water,  whidi  you  set 
apart,  and  dissolve  verdigris  in  it,  keep  it  in  a  glass  vase,  and 
warm  it  a  little  at  the  fire,  as  the  jewellers  do,  because  it  will 
dissolve  sooner,  and  when  it  is  dissolved,  put  some  oxide  of 
tin  into  it  and  evaporate  the  water,  and  in  the  bottom  of  the 
vase  you  will  find  very  beautiful  azure.  And  if  you  wish  it 
to  be  more  beautiful  and  like  ultramarine  azure  in  appear- 
ance, take  very  fine  brass  filings,  and  put  them  into  the  before- 
mentioned  water,  and  do  as  above  directed ;  when  tiiey  are 
dissolved,  put  oxide  of  tin  into  the  mixture,  and  do  as  before, 
and  you  will  have  an  azure  better  than  German  azure,  and  in 
appearance  and  colour  it  will  be  equal  to  ultramarine.  If  in 
that  water  you  dissolve  the  golden  marcasite,  as  before,  you 
will  find  a  beautiful  purple,  and  if  you  dissolve  iron  filings  in 
it,  and  put  calcined  brass  into  that  water,  you  will  have  a  red 
colour,  which  is  called  "  minius." 

33.  To  make  azure. — Take  of  lime  made  from  marble  or 
travertine,  obtained  from  the  living  rock,  one  pound,  of  verdi- 
gris one  pound,  of  sal  ammoniac  two  poimds,  and  grind  the 
whole  together  to  a  fine  powder ;  make  the  whole  into  a  paste 
with  spirit  of  wine  like  rather  stiff  dough,  and  then  put  the  com- 

^  The  water  described  kere  is  evidently  nitro-muriatic  acid,  the  aqua 
regia  of  the  Alchemists.  This  recipe  is  a  proof  that  the  colour  called  the 
^<  Purple  of  Cassius/'  was  known  at  least  150  years  before  the  period  of  its 
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cum  igne  lentissimo  et  accipe  aquam  priinam  per  se  donee 
enibeseat  elembicus  tunc  remove  aquam  illam  per  se  et  collige 
aqnam  per  se  aliam  scilicet  secundam  aquam  et  scias  ut  supra 
dixi  ignis  primus  esse  debet  lentus  per  6  boras  deinde  auge 
fortem  ignem  donee  alembicus  albescat  et  non  amplius  mictet 
famum  rubeum  qui  in  vase  apparebit  tunc  dimitte  frigidari  et 
supra  dicta  aqua  est  fortior  quam  aquam  mundi.  Nam  base 
aqua  solvit  et  corrodit  et  in  aquam  rediget  omnia  quse  sub  celi 
sunt  viz.  lapides  et  mectalla  et  est  alba  et  ciara  sicut  aqua 
fontis .  et  si  calefit  emitet  fumum  rubicundissimum  durum  et 
fortem  et  ideo  serva  eam  bene  obturata.  Et  cum  vis  azurrum 
facere,  acipe  secundam  aquam  quam  servasti  et  in  ea  disolve 
viridem  eris  et  tene  eam  in  vase  vitri  et  aliquantulum  cale£BLC 
ad  ignem  in  modum  orifici  quia  citius  disolveretur  et  disolutum 
desuper  pone  de  calce  Jovis  et  evapora  aquam  et  infundo  vasis 
invenies  azurrum  valde  pulo'um  et  si  vis  eum  pulcriorem  quasi 
azurrum  ultramarinum  in  aparentia.  Accipe  limaturam  eris 
vel  octoni  subtilissimam  et  pone  in  praedicta  aqua  et  fac  ut 
supra  ut  disolvatur  et  disolutum  desuper  pone  calcem  Jovis  et 
fac  ut  supra  et  habebis  azurrum  meliorem  quam  almaneum  et 
in  apparentia  et  in  coUore  est  sicut  azurrum  ultramarinum.  Et 
si  in  ista  aqua  disolveris  marchesitam  auream  ut  supra  pul- 
crum  pavonatium  invenies.  Et  si  disolveris  in  ea  ferrum  lima- 
turn  et  in  tali  aqua  posueris  es  ustum  invenies  colorem  rubi- 
cundum  qui  vocatur  minius. 


33.  Ad  fuciendum  azMrnim.— Accipe  calcina  marmorina  o 
vero  travertina  in  petra  viva  libri  unum  verderamo  libre  j  sale 
armoniaco  libre  2  et  macina  omne  cosa  subtili  et  in  pasta  cum 
aqua  vite  in  modo  duna  pasta  de  pane  durecto  poi  pone  la  dicta 

compositione  in  uno  panno  de  lino  gposso  et  forte  et  poninolo 

1, 

reputed  discovery.  The  golden  marcasite  (auriferous  iron  pyrites)  being 
dissolved  in  the  aqua  regia,  was  precipitated  by  the  oxide  of  tin,  and  the 
result  was  a  beautiful  purple  colour. 

F  2 
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position  into  a  thick  and  strong  linen  cloth,  and  place  it  in  dung 
for  the  space  of  a  month.  Then  take  it  out,  when  it  vrill  have 
become  hard  like  a  stone  ;  and  if  it  does  not  become  hard,  let  it 
remain  beneath  the  hot  dung  until  it  hardens,  and  then  pound 
it  fine  and  grind  it  on  marble,  and  take  for  eyery  pound  of  this 
composition  two  ounces  of  the  flower  of  woad,  and  grind  them 
together,  and  rub  them  up  with  a  little  spirit  of  wine,  and  incor- 
porate all  well  together ;  then  let  the  composition  dry,  and  keep 
it  in  a  bag  of  chamois -leather  excluded  from  the  air. 

34.  To  make  azure. — Take  of  sal  ammoniac  two  pounds,  and 
brass  filings  two  pounds,  and  sublime  the  mixture  6  or  7  times. 
Put  the  azure  which  is  at  the  bottom  upon  a  marble  slab  m  a  damp 
place,  and  it  will  dissolve  into  a  blue  water,  and  do  the  same 
with  the  sal  ammoniac,  mixing  it  with  the  azure,  which  it  will 
soon  soak  up,  and  put  it  to  dry.  And  know  that  this  can  be 
done  with  every  metal,  but  brass  and  copper  are  the  best,  and 
the  least  expensive ;  and  this  azure  is  worth  4  ducats  the  pound. 

35.  To  make  azure. — ^Take  1  oz.  of  sal-ammoniac,  and  6  oz. 
of  verdigris,  and  grind  these  powders  very  fine  withoU  of  tartar 
upon  marble ;  then  put  them  into  a  glazed  vase,  and  let  them 
stand  some  days,  and  you  will  find  the  verdigris  converted  into 
a  very  beautiful  azure. 

36.  TTie  way  to  make  azure. — Take  the  shells  of  hens'  eggs 
well  washed,  and  put  them  into  a  new  jar,  and  lute  the  jar  with 
lutum  sapientiae.  Calcine  the  shells  and  then  grind  them 
fine  upon  a  stone ;  afterwards  take  clean  indigo^  liquefied  with 
common  water,  and  mix  the  lime  with  that  colour  by  grind- 
ing it  upon  the  stone,  a  little  at  a  time,  until  it  assumes  a  good 
colour.  But  if  you  have  no  indigo,  use  the  froih  of  dyer's  woad 
instead  of  it,  and  do  as  before ;  and  know  that  while  the  woad 
is  boiling  in  the  dyer's  cauldron,  you  must  take  away  the  froth 
and  mix  it  with  the  egg-shells,  and  afterwards  dry  and  keep  it. 

37.  To  make  azure. — Take  of  refined  saltpetre,  brass  filings, 
sal-ammoniac,  sulphur  vivum,  and  quicklime,  each  one  ounce. 


This  is  the  true  Jndigo. 
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socto  lo  litami  per  spatio  duno  mese  de  po  el  tra  fora  essendo 
tomato  duro  in  forma  de  petra  et  non  tornando  duro  lassalo 
tanto  stare  sotto  lo  litami  caldo  che  diventi  duro  et  de  poi  lo 
pista  subtili  et  macinalo  in  marmo  subtili  poi  toUi  per  omne 
libra  de  la  dicta  compositione  oz.  2  de  fiore  de  goato  et  macina 
de  compagnia  et  sborfandoli  cum  uno  poco  daqua  vite  et  incor- 
pora  bene  insiemj  poi  lassa  sciutare  et  serbalo  in  saculo  de  camos- 
scio  che  non  stia  alayere. 

34.  Affare  azurro. — Tolli  sale  armoniaco  lb.  2  liraatura  de 
octone  lb.  2,  e  ia  solimare  sei  o  7  volte  et  pone  lo  azurro 
che  e  in  fondo  sopra  uno  marmo  steso  in  loco  humida  e  disolve- 
rasse  in  aqua  cilistrina  et  el  simili  fa  del  sale  armoniaco  et 
agiungi  insieme  et  imbevera  lo  azurro  de  sopra  ditto  sopra  el 
marmo  et  imbeverasse  presto  e  polio  a  secare  et  sappi  che  se 
po  fare  de  omne  metallo  ma  loctone  et  lo  ramo  e  piu  digno  et 
cum  mancho  spesa  et  el  dicto  azurro  vale  ducate  4  la  libbra. 

35.  Ad  fadendiim  azurrmn, — Accipe  sale  armoniaco  oz.  j 
verderame  oz.  6  et  macina  queste  polve  bene  subtili  cum  olio  de 
tartaro  sopra  marmo  poi  lo  pone  in  uno  vaso  vitriato  et  lassalo 
stare  alcuni  di  et  troverai  lo  verderamo  convertito  tucto  in  azurro 
asa  bello. 

36.  Modus  faciendi  azurrum. — Recipe  testas  ovorum  galli- 
narum  ben  lotis  et  mitte  in  oUa  nova  et  luta  luto  sapientise  et 
calcina  et  deinde  tere  subtili  super  lapidem  tunc  accipe  indicum 
bene  mundum  et  liquefactum  cum  aqua  comuni  et  cum  isto 
colore  misce  super  lapidem  terendo  dictam  calcem  paulatim 
paulatim  quoutque  habeat  collorem  bonum.  Si  autem  non  babes 
dictum  collorem  indici  loco  ipsius  pone  spumam  guati  tintorum. 
£odem  modo  fac  ut  supra  et  scias  quando  guatum  bulit  in  cal- 
darea  tintorum  debes  spumam  auferre  et  miscere  cum  dictis 
testis  OYorum  et  postea  sicca  et  serba. 

37.  Ad  azurrum  faciendum. — Summe  salnitrij  affinati  lima- 
ture  octonis  salid  armoniaci  sulphuris  vivi  calcis  vive  an.  oz.  j 
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grind  what  is  necessary  to  be  ground,  and  put  the  ingredients 
into  a  glass  jar,  and  pour  very  strong  white  vinegar  upon  them, 
so  as  to  cover  the  powders.  Lute  the  jar  with  lutum  sapientiae, 
and  put  it  in  dung  for  15  days ;  then  grind  the  powder,  and 
preserve  it  in  a  purse  of  chamois-leather. 

38.  To  make  azure  in  another  toay, — Take  one  drachm  of  in- 
digo, and  grind  it  well,  and  take  a  great  quantity  of  the  juice  of 
the  euphorbia,^  and  mix  and  incorporate  them  well.  Put  them 
in  the  sun,  let  them  dry,  and  preserve  them. 

39.  To  make  azure. — Procure  some  very  white  marble  or 
travertine,  and  bake  it  in  a  furnace  in  a  linen  doth,  lute  it 
with  lutum  sapientiae ;  then  take  the  lime,  and  put  it  into  water, 
and  wash  it  three  or  four  times.  Afterwards  take  indigo,  wash 
it  in  water,  and  let  the  lime  absorb  that  water ;  then  dry  it  in 
the  shade.     Repeat  the  operation  until  the  colour  suits  you. 

40.  To  make  assure. — Take  very  white  marble,  and  roast  it 
in  the  fire  for  a  day  and  a  night,  and  when  it  is  calcined  grind 
it  fine  upon  another  marble  slab ;  then  take  the  froth  of  indigo 
or  woad  which  is  in  the  dyer's  vat,  and  soak  the  powder  in  it, 
and  do  this  until  the  colour  of  the  azure  pleases  you,  then  dry 
it ;  and  when  you  require  it,  take  and  use  it. 

41.  To  make  artificial  azure. — Take  of  sal-ammoniac  1  part, 
of  verdigris  2  parts,  of  ceruse  i  a  part,  grind  them  well  toge- 
ther, and  make  them  into  a  paste  with  oil  of  tartar,  and  put  the 
whole  into  a  glass  vase  luted  in  the  manner  of  the  philosophers  ; 
and  when  the  lute  is  dry  put  it  into  the  oven  while  the  bread  is 
baking,  and  when  the  bread  shall  have  been  baked  7  times,  the 
process  will  be  completed. 

42.  To  make  good  azure. — Take  the  third  part  of  a  pound  of 
lime  made  from  marble  or  travertine,  4  oz.  of  verdigris,  and 
two  oz.  of  sal-ammoniac,  grind  the  whole  together  with  strong 
white  vinegar,  in  the  manner  of  a  sauce,  and  then  put  it  into  a 
jar  well  closed,  and  expose  it  to  the  air  for  three  days  and 

1  Lac  Turtumagli— the  juice  of  a  species  of  Euphorbia.  Matthioli 
(p.  1318)  names  seven  species;  but  it  is  probable  that  the  species  from 
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pro  quolibet  teranturque  que  terenda  sunt  et  pone  in  olla 
vitriata  et  super-pone  acetum  album  fortissimum  ut  supemactet 
pulyeribus  et  luta  ollam  luto  sapientiae  et  pone  sub  fimo  diebns 
15*^  deinde  macina  ipsum  et  repone  in  bursia  camuscij. 

38.  Ad  faciendum  azurrum  per  alium  modtmu — ^ToUe  tmam 
dragmam  indici  et  bene  moUe  et  habeas  multum  lac  tortumagU 
et  simul  misce  et  bene  incorpora  et  pone  ad  solem  et  dimitte 
siccari  et  repone. 

39.  Ad  a^surrum  faciendum, — ^Invenies  marmorem  give  tra- 
vertinum  coUoris  albissimi  et  quoquatur  in  fiimo  in  panni  lini 
lutato  luto  sapientiae  deinde  accipiatur  cals  et  ponatur  in  aqua 
et  layetur  ter  vel  quatuor  postea  accipe  indicum  et  lavetur  in 
aqua  et  cals  illius  aque  potetur  deinde  siccetur  in  umbram  et 
iteretiu*  operatio  donee  color  tibi  placeat. 

40.  Ad  azurrum  faciendum, — Becipe  marmorem  albissimum 
et  alia  ipsum  in  igne  per  diemque  noctem  et  cum  calcinatum 
fuerit  super  alium  marmorem  subtile  tere  deinde  Recipe 
spumam  indici  sive  guati  quam  in  caldaria  tintorum  est  et  im- 
bibe per  dictum  pulverem  fortiter  et  cum  siccum  fuerit  iterum 
imbibe  et  hoc  tamdiu  fades  donee  coUor  azurri  tibi  placeat  et 
sica  et  cum  opus  fuerit  toUe  et  utere  ipso.  • 

41.  Affare  azurro  artifiddle, — Accipe  sale  armoniaco  parte 
j.  verderame  parte  2  biacha  parte  meza  spolverizati  bene  in- 
siemj  et  impasta  cum  olio  de  tartaro  et  pone  omne  cosa  in  uno 
vaso  de  vetrio  alutato  al  modo  filosofico  poi  che  e  secco  lo  loto 
ponilo  in  lo  fomo  del  pane  quando  el  pane  se  coce  poi  bhe  sera 
cocto  el  pane  7.  volte  sera  facto. 

42.  Affare  azurro  bono, — Summe  lo  terzo  duna  lb.  de  cal- 
cina  marmorina  o  travertina  et  oz.  4  de  verderamo  et  oz.  doi 
de  sale  armoniaco  poi  macina  omne  cosa  insiemj  cum  aceto  forte 
e  biancho  ad  modo  duno  sapore  poi  lo  mecti  in  una  ampolla 
bene  turata  et  mectila  alayere  per  tre  di  et  tre  nocti  poi  la  soc- 

whence  this  milkj  juice  was  extracted  was  the  Euphorbia  Esula^  the  Tithy- 
malus  Pinea,  called  in  Italian  £rba  latte  and  Lataroli.  . 
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nights ;  then  bury  it,  and  let  it  have  rain,  wind,  sun  and  air, 
and  suffer  it  to  remain  for  the  space  of  six  months,  and  let  it  be 
exposed  both  to  the  winter  and  summer.  At  the  end  of  6 
months  or  thereabouts  take  it  out,  and  break  it,  and  you  will 
find  the  azure,  at  which  you  will  rejoice ;  grind  it  well  with 
strong  ley,  put  it  into  a  glazed  vase,  and  let  it  rest  until  it 
sinks  to  the  bottom ;  then  pour  off  the  ley  and  wash  it  again  with 
Yery  weak  and  clear  ley,  and  do  as  before.  Then  wash  it  with 
clear  cold  water,  and  let  it  settle,  the  good  azure  will  sink  to 
the  bottom,  and  the  bad  will  remain  in  the  water  like  indigo. 
Then  remove  that  blue  water  with  a  sponge  so  as  not  to  disturb 
the  azure  that  is  at  the  bottom,  and  let  it  dry  in  the  shade,  and 
you  will  have  good  and  fine  azure.  Keep  it  in  leather  so  that 
the  air  may  not  have  access  to  it. 

43.  To  make  azwre.— Take  of  verdigris  6  oz.,  sal-ammoniac 
1  oz.,  unbumt  gesso  1  oz.,  grind  each  dry  by  itself,  then  mix  them 
together  and  soak  the  powders  with  water  of  tartar,  so  that  the 
water  may  cover  the  pov^  ders,  and  put  all  into  a  flask,  and  stop 
well  the  mouth  of  the  flask.  Tie  a  string  round  its  neck,  and 
hang  it  to  the  chain  in  the  smoke  for  some  days,  and  you  will 
find  the  azure,  which  you  must  grhid  well,  and  then  preserve  it. 
•  44.  To  make  splendid  azure. — To  make  splendid  azure  for 
walls.  Take  a  glass  [copper?]  flask,  and  put  into  it  enough 
powdered  travertine,  well  and  finely  ground,  to  fill  it  half  way, 
and  pour  upon  it  very  strong  vinegar  distilled  through  an 
alembic,  so  as  to  fill  the  flask.  Then  seal  up  the  mouth  of  the 
flask,  and  put  it  in  dung  or  in  the  refuse  of  grapes  for  a  month. 
Afterwards  take  it  out,  and  you  will  have  azure,  which  you 
may  grind  and  keep. 

45.  To  make  azure. — Take  very  thin  plates  of  silver,  and 
fasten  them  skilfully  over  the  vapour  of  very  strong  vinegar 
in  a  jar,  so  that  there  may  be  a  space  of  one  finger's  breadth 
between  the  vmegar  and  the  plates ;  cover  the  jar  well  to  ex- 
clude the  air,  and  put  it  in  a  warm  place,  such  as  dung  or  the 
refuse  of  grapes,  for  a  month,  then  uncover  it,  and  you  will  see 
the  azure  upon  the  silver  plates.     This  you  must  rub  and  scrape 
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terra  et  fache  habia  aqua  et  vento  et  sole  et  ayere  et  lassala 
stare  per  spatio  de  6  mesi  et  fache  ella  participa  delo  invemo 
et  dela  state  in  capo  de  6  mesi  o  circha  cavarala  fora  et  rom- 
pila  et  troverai  lo  azurro  del  quale  tene  alegrarai  et  madnalo 
aotili  in  marmo  cum  liscia  forte  et  polio  in  imo  vaso  yitriato  et 
lajssa  posare  tanto  che  vada  al  fondo  poi  sepera  la  liscia  et  lavalo 
una  altra  volta  cum  liscia  dolce  dolce  et  chiara  et  fa  commo 
prima  poi  lo  lava  cum  aqua  chiara  et  fredda  poi  lo  lassa  pos- 
sare  et  lo  azurro  bono  andara  al  fondo  et  el  groeso  stara  per 
laqua  ad  modo  duno  endico  et  cava  fora  quella  aqua  cilistrina 
cum  una  spongna  per  modo  che  non  conturbi  lo  azurro  che  e  al 
fondo  et  lassa  secare  alombra  et  haverai  azurro  hello  et  bono  et 
serbalo  in  corami  che  non  senta  ayere. 

43.  Ad  azurrum  faciendum. — Recipe  verderame  oz.  6.  sale 
armoniaco  oz.  j  guersa  cruda  oz.  j  et  madna  cescunj  subtili  das* 
ciuto  poi  le  mista  insiemi  et  imbevera  le  dicte  polvere  cum  aqua 
de  tartaro  che  laqua  sopravanza  ale  dicte  polvere  et  mecti  omne 
cosa  in  una  ampolla  et  obtura  bene  la  bocca  de  lampoUa  et 
legala  in  lo  coUo  et  appiccala  al  iumo  sopra  ala  catena  per 
alcuni  di  et  troverai  lo  azurro  el  quale  macinalo  bene  et  serbalo. 

44.  Ad  faciendum  azurrum  feriale. — Ut  habeas  azurrum 
feriale  per  murum.  Recipe  ampulla  vitrii  et  intus  pone  tantum 
de  pulvere  travertini  bene  triturati  et  subtili  ut  dimidiam  sit  et 
desuper  pone  acetum  fortissimum  distillatum  per  alembicum  ut 
yas  sit  plenum  et  os  ejus  optime  sigillatum  et  pone  sub  fimo  aut 
venacia  per  unum  mensem  postea  extrahe  et  habebis  azurrum 
quod  tere  et  serba. 


45.  A  (Ac)  faciendum  azurrum. — Summe  laminas  argenteas 
subtilissimas  et  liga  ingeniose  supra  vaporem  aceti  fortissimi  in 
olla  ita  quod  remaneat  unius  digitis  de  vacuitate  inter  acetum 
et  laminas  et  coperi  bene  ollam  ut  non  respiret  et  pone  eam  in 
loco  callidout  est  fimus  aut  venatiaper  unam  mensem  et  desco- 
perias  et  videbis  azurrum  super  laminas  quem  frica  et  rade  et 
repone  dictas  laminas  ut  supra  et  sic  reitera  donee  consumentur 
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offy  and  then  put  back  the  plates  as  before,  and  repeat  this  until 
they  are  consumed.  And  if  you  have  no  silver  plates  put  brass 
plates  instead,  and  do  as  before ;  but  it  will  not  be  so  beautiful. 

46.  To  make  azure. — ^Take  one  part  of  sulphur  vivum,  two 
parts  of  Roman  vitriol,^  both  in  fine  powder,  and  two  parts  of 
quicksilver.  Put  these  articles  well  mixed  into  a  flask,  and  heat 
them  as  you  did  the  vermilion ;  when  it  is  done  it  will  give  out 
a  blue  smoke.  Then  take  it  from  the  fire,  and  when  it  is  cool 
grind  and  keep  it. 

47.  To  make  azure? — ^Take  2  ounces  of  quicksilver,  3  ounces 
of  sulphur,  and  4  ounces  of  sal-ammoniac ;  grind  the  sulphur 
and  sal-ammoniac  very  fine,  and  then  take  a  flask  with  a  long 
neck,  and  lute  it  with  lutum  sapientiae  on  the  outside  the 
thickness  of  one  finger  from  the  neck  downwards,  and  let  it  dry. 
Then  put  the  before-mentioned  ingredients  into  the  flask,  and 
stop  up  the  mouth  of  the  flask  with  a  cork,  make  a  very  small 
hole  in  the  middle  of  it,  and  put  this  flask  into  a  new  unglazed 
jar  nearly  full  of  sifted  ashes,  so  that  it  may  be  covered  halfway 
up  the  neck  by  the  ashes.  Then  put  the  jar  over  a  charcoal 
fire,  let  the  fire  be  very  slow  for  the  first  four  hours,  and  in-« 
crease  the  heat  until  you  see  white  or  blue  smoke  issue  out 
of  the  flask.  Then  immediately  remove  the  fire,  let  the  flask 
cool  and  then  break  it ;  grind  the  azure  fine  on  porphyry,  and 
keep  it  in  a  place  free  from  air,  and  you  will  have  good  azure. 

48.  To  make  assure. — ^Take  of  roche  alum,  Roman  vitriol,  and 
saltpetre,  each  one  ounce ;  distil  them  through  an  alembic,  and 
then  keep  the  water  in  a  vessel  securely  closed.  Then  take 
calcined  egg-shells,  and  grind  them  with  the  distilled  water, 
and  let  them  dry :  do  this  three  or  four  times.  Then  take  very 
strong  vinegar,  and  for  every  pound  of  vinegar  take  5  oz.  of 
verdigris ;  grind  it  up  with  the  vinegar,  and  distil  it  through 
an  alembic,  and  with  that  distilled  vinegar  soak  and  grind  the 
egg-shells  three  or  four  times.     Then  dry  the  mass,  and  keep 

1  I  think  that  in  this  case,  Roman  Vitriol  signifies  Sulphate  of 
Copper. 
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et  si  non  habes  laminas  argenii  loco  ipsitis  pone  laminas  octoni 
et  fiet  ut  supra  sed  non  ita  pulcmm. 

46.  Affare  azurro. — Accipe  parte  j.  de  solpho  vivo  et  parte 
doi  de  vitriolo  romano  spolverizati  subtili  et  parte  doi  de  argento 
vivo  et  mecti  le  sopradicte  polve  in  una  ampoUa  bene  incor- 
porate et  cocilo  commo  lo  cinabrio  et  quando  sera  cocto  fara  fumi 
azurro  alhora  tolli  via  el  foco  et  quando  sera  freddo  macinalo  et 
serbalo. 

47.  Ad  cLzurrum  facienduTrL — Summeonce  doi  dargento  vivo 
once  tre  de  solphino  et  oncequatro  de  sale  armoniacoetmacina 
bene  subtili  lo  solfo  et  lo  sale  predicto  pen  tolli  una  ampolla  che 
habia  el  collo  longo  et  inlutala  cum  luto  de  sapientia  de  fora  grosso 
uno  deto  dal  collo  ingiu  et  lassalo  sciuctare  poi  mecti  queste  cose 
80{»*adicte  in  nel  ampolla  et  obtura  la  bocca  de  lampoUa  cum  su- 
vera  et  lassali  in  el  mezo  uno  foro  picolino  poi  mecti  questa  am- 
polla in  uno  pignatto  novo  non  vitriato  quasi  pieno  de  cenere  cre- 
bellata  poi  pone  lampo^a  in  la  dicta  cenera  che  sia  coperta  fino  al 
mezodel  collo  de  la  dicta  cenera  et  poi  ponila  dicta  pignatta  al  foco 
de  carbone  et  dalli  el  foco  lento  lento  da  prima  per  4  bore  poi  lo 
vieni  crescendo  per  infino  attanto  che  vedrai  uscire  de  la  dicta  am- 
polla ftuni  bianco  o  vero  fumi  azurro  alhora  subito  levali  el  foco 
et  lassa  refredare  poi  rompe  lampolla  et  macina  lo  azurro  in  por* 
fido  subtili  poi  serbalo  in  loco  senza  ayere  et  haraj  bono  azurro. 

48.  Ad  faciendum  azurrum. — Accipe  alumi  de  rocho  vitriolo 
romano  sal  netrio  ana  oz.  j,  e  stilla  per  lambicco  poi  serba 
laqua  bene  opturata  poi  torrai  calcina  de  cociole  dova  et  ma- 
cinala  cum  la  dicta  aqua  stillata  et  lassa  secare  et  cosi  farai  3 
0  4  volte  poi  toraj  aceto  fortissimo  et  per  omne  libra  daceto 
torai  oz.  5  de  verde  ramo  et  macinalo  cum  lo  dicto  aceto  poi  lo 
pone  a  stillare  per  lambicco  et  cum  quelle  aceto  stillato  im- 
bevera  et  macina  lo  sopradicta  calcina  3  o  4  volte  et  poi  lo 
secca  et  serbalo  in  bursia  corj  et  haverae  hello  azurro  et  cosi 

2  This  recipe  is  of  the  same  nature  as  that  in  No.  30,  but  the  proportions 
vary. 


d9b  BOLOGNESE  MANUSCRIFT. 

it  in  a  leather  parse,  and  yon  will  hare  fine  aznre.  Yon  may 
do  the  same  with  lime  made  from  travertine  or  marble,  but 
lime  made  from  egg-shells  is  better. 

49.  To  make  azure. — Take  a  flask  of  pnre  copper,  and  put 
lime  made  from  white  marble  into  it,  so  as  to  fill  it  half  way ; 
then  fill  it  with  strong  white  vinegar,  and  put  it,  well  covered 
over,  into  a  warm  place  for  a  month ;  then  take  it  out,  and 
grind  the  mass,  adding  to  it  some  indigo,  and  put  it  away,  and 
it  is  done. 

50.  To  make  azure. — ¥iSl  a  glazed  earthenware  vase  half 
full  of  urine ;  then  take  strips  of  oof^per,  as  thi<^  as  for  a  copper 
cauldron,  and  suspend  them  in  the  air  at  about  two  fingers* 
breadth  above  the  urine ;  stop  up  the  vase,  and  let  it  stand  for 
two  months,  and  yon  will  see  the  azure  upon  the  strips  of 
copper ;  and  if  you  wish  to  scrape  them  you  may  do  so ;  and  if 
you  wish  them  to  remain  until  they  become  quite  brittle,  they 
will  become  so  in  seven  months. 

51.  To  make  cLzure} — ^Take  of  verdigris  2  oz.,  sal  ammomac 
1  oz.,  white  lead  j^  oz.,  pounded  together ;  make  them  into  a 
paste  with  oil  of  tartar,  and  put  all  these  things  into  a  glass 
vase  luted  with  philosophers'  lute,  and  put  the  vase  into  the 
oven  for  baking  bread,  and  when  the  bread  has  been  baked  six 
or  seven  times  the  process  will  be  completed. 

52.  To  make  azure. — ^Take  indigo  and  verdigris  well  ground, 
and  a  great  quantity  of  the  juice  of  the  euj^rbia,  and  grind 
them  well  together.  Place  the  mass  in  the  sun,  and  dry  it 
well ;  then  wash  it,  and  it  will  be  good  azure. 

53.  To  make  azure  from  silver. — ^Take  3  oz.  of  silver,  and 
1  OZ-  of  copper ;  melt  them  together,  and  make  them  into  very 
thin  plates,  and  suspend  them  over  the  vapour  of  vinegar  in  a 
vase,  well  covered  to  prevent  evaporation ;  then  put  the  vessel 
into  hot  dung  for  thirty  days ;  the  azure  will  remain  attached 
to  the  plates ;  then  take  it  away,  and  renew  the  operation  as 
long  as  the  plates  last. 

*  A  repetition  of  No.  41.    This  recipe  is  given  in  "  Secrets  des  Arts  et 
des  Metiers.*' 
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porai  £sire  cum  la  calcina  del  travertino  o  marmo  ma  la  calcina 
de  le  cocdole  e  meglio. 

49.  Ad  (zzurrum  faciendum. — Ahbeas  ampulla  de  puro  cupro 
et  pone  intus  calcem  de  albo  marmore  ita  ut  dimidia  sit  et 
adibe  acetum  album  fortissimum  ut  plena  sit  et  earn  pone  in 
calido  loco  copertam  optime  per  unum  mensem  postea  extrahe 
et  macina  dictam  massam  adendo  sibi  de  colore  indici  et  repone 
et  est  factum. 

50.  Ad  (uurrum  faciendum. — ^ToUi  orina  et  mectila  in  imo 
vaso  de  terra  vitriato  et  el  vaso  vole  essere  per  mita  poi  toUi 
piastre  de  ramo  a  modo  de  caldare  grosso  et  mectili  in  ayere 
che  stia  discosto  dalla  orina  doi  deta  et  obtura  el  vaso  et  lassa 
stare  a  termine  de  doi  mese  et  vederai  sopra  le  lamini  lo  azurro 
e  se  tu  le  vorai  radare  se  ponno  radare  et  se  tu  le  volesscie 
lassare  stare  tanto  che  tucti  vengano  frangibili  et  farasse  in 
secte  mesi. 

51.  Affare  azurro. — Recipe  verderamo  oz.  2  sale  armoniaco 
oz.  j  biacha  oz.  ^  spulye[ri]zati  insiemi  et  impasta  cum  olio  de 
tartaro  et  pone  tute  queste  cose  in  uno  vaso  de  vetrio  lutato  de 
luto  philosophico  et  metilo  in  lo  fomo  del  pane  quando  sera 
cocto  el  pane  6  o  7  volte  el  sera  facto. 

52.  Affare  azurro. — ^ToUi  indico  verderamo  bene  macinato 
habbi  multo  lacte  de  tortomaglio  et  macina  bene  insiemi  poi 
lo  pone  al  sole  a  seccare  bene  poi  lo  lava  e  de  facto  bono 
azurro. 

53.  Affare  azurro  de  argento, — Ahwe  oz  3.  dargento  e  oz.  j. 
de  ramo,  et  fondi  insiemj  et  fanni  piastre  sutilissime  et  poUe 
sopra  alo  vapore  de  laceto  sospese  in  uno  vaso  bene  coperto  che 
non  possa  evaporare  poi  lo  poni  socto  lo  litamj  bene  caldo  per 
30  di  et  lo  azurro  remara  atacato  ale  lamine  et  levalo  via  poi 
reitera  la  pratica  per  infino  le  lamini  saranno  bonne. 
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54.  To  make  azure, — Take  of  sal  ammoniac  1  oz.,  verdigris 
3  oz.,  and  mix  them  together  with  water  of  tartar  until  they 
are  as  soft  as  dough,  or  rather  softer.  Put  the  mixture  into  a 
hot  oven  in  a  well-closed  glass  vase,  and  let  it  remain  there  for 
several  days,  and  you  will  find  good  azure,  which  you  must 
keep  in  a  sealed  jar,  or  in  a  bag  of  chamois  leather. 

55.  Far  the  same^  in  another  way. — Take  2  oz.  of  burnt 
copper,  1  oz.  of  sulphur,  and  1  oz.  of  tartar  of  wine  ;^  grind  the 
whole  together,  and  make  it  into  a  paste  with  urine  passed  three 
times  through  a  filter,  or  with  strong  white  vinegar ;  then  put 
it  into  a  glazed  vase,  and  boil  it  over  the  fire,  stirring  it  well. 
Take  it  off,  and  put  it  into  a  glass  vessel ;  stop  up  the  mouth  of 
it,  and  let  it  remain  in  the  sun  for  fifteen  days,  and  you  will 
find  azure ;  and  if  it  is  not  crystallized  with  the  urine  or  vinegar, 
leave  it  in  the  oven  after  the  bread  is  taken  out 

56.  For  the  same^  another  way. — Take  1  lb.  of  very  fine 
brass  filings,  3  oz.  of  quicklime,  5  oz.  of  tartar  pounded  fine 
and  calcined,  for  it  will  be  better  than  raw,  4  oz.  of  terra  verde, 
1  oz.  of  sal  ammoniac ;  mix  all  these  things  together  with  strong 
white  vinegar,  so  as  to  be  like  dough,  or  rather  thick,  and  put 
the  mixture  into  a  glass  or  glazed  earthenware  vase,  well  closed, 
so  as  to  exclude  the  air,  and  place  it  in  horsedung  or  the  reftise 
of  grapes,  and  let  it  remain  there,  well  covered  up  at  the  depth 
of  about  two  or  three  feet,  for  fifteen  days ;  then  take  it  out, 
and  grind  it  well  on  porphyry,  and  put  it  mto  a  leather  purse  ; 
and  know  that  this  azure  is  better  for  walls,  upon  mortar,  than 
for  any  other  purpose. 

67.  To  Tnake  azure  for  walls^  upon  moitar.— Take  finely- 
powdered  and  very  fine  white  lime  from  marble,  and  put  it  into 
a  new  glazed  jar,  so  as  to  fill  it  about  half,  or  rather  less ;  and 
know  that  the  lime  must  be  very  fresh  and  fine.  Then  fill  the 
jar  with  very  strong  red  or  white  vinegar,  and  lute  the  jar  so 
as  to  exclude  the  air ;  put  it  under  horsedung,  or  under  the 
refuse  of  wine,  for  one  month  or  forty  natural  days ;  then  open 

1  An  impure  supertartrate  of  potash. 
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54.  Ad  fojciendum  azurrum, — Recipe  fialis  armoniaci  oz.  j, 
viridis  eris  oz.  3,  confitiantur  simul  cum  tartari  aqua  donee  molle 
fiat  sicut  pasta  yel  modicum  plus  et  ponatur  in  fiirno  calido  in 
vase  yitrio  per  otime  obturato  et  stet  ibi  per  aliquos  dies  et  in- 
yemes  azurrum  bonum  et  resenra  in  yase  plumbato  siye  saculo 
camusii. 

55.  Ad  idem  per  alium  modum. — Accipe  oz.  2  rami  combusti 
et  oz.  j  sulphuris  et  oz  j  feceis  yini  et  terantur  omnia  et  im- 
pastentur  cum  hurina  distillata  per  filtrum  tribus  yicibus  yel 
impasta  cum  aceto  albo  forti  postea  pone  in  aliquo  yase  yitriato 
et  bulliat  ad  ignem  et  commisciatur  bene  postea  elleya  et  pone 
in  yitreo  yase  et  bene  os  ejus  obtura  et  dimicte  stare  ad  solem 
per  15  dies  et  inyenies  azurrum  et  si  non  fuerit  zellata  hurina 
siye  aceto  dimicte  in  fumo  post  extractionem  panis. 

56.  Ad  idem  per  aliam  formam, — Summe  limaturam  rami 
subtilissimam  lb.  j.  calcis  yiye  oz.  3  tartari  pulyerizati  subtili 
et  calcinati  quia  melius  erit  quam  crudi  oz.  5  terre  yiridis  oz.  4 
salis  armoniaci  oz.  j  omnia  confice  insimul  cum  acerrimo  aceto 
albo  ut  sit  in  modum  paste  et  potius  magis  spisse  et  pone  in 
yase  yitrio  yel  terreo  yitriato  per  optime  obturato  ut  non  respiret 
et  pone  sub  equino  fimo  yel  yenatias  et  ibi  maneas  bene  coperto 
per  tres  yel  duos  pedes  circum  circha  per  15  dies  demum  ex- 
trahe  et  trita  bene  eum  in  porfido  et  repone  in  bursia  camusi. 
Et  scias  quod  hoc  azurum  magis  bonUm  est  per  muros  in  cal- 
dna  quam  in  aliis  rebus. 

• 

57.  A  fare  azurro  per  muro  in  cakina. --JiayYe  caldba  de 
marmo  bene  sotili  et  canida  et  metila  in  una  pignatta  yitriata 
noya  tanto  che  sia  mezo  o  mancho  piu  tosto  che  piu  et  sappi 
che  la  caldna  yole  esser  freschissima  et  bene  subtili  poi  empi 
la  pignata  de  fortissimo  aceto  rosso  o  biancho  poi  copri  la  dicta 
pignatta  cum  luto  che  non  respire  poi  la  poni  sucto  lo  litami  de 
cavallo  o  vero  socto  la  yenaccia  per  imo  mese  o  40  di  natural! 
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the  vase,  and  you  wUl  find  at  the  top  bright  azure  good  for 
walls,  and  underneath  it  impurities— that  is,  tlie  lime— which 
you  may  throw  away. 

58.  To  make  azure  by  means  of  aquafortis. — ^Take  of  Ro- 
man vitriol  1  lb.,  of  refined  saltpetre  *  lb.,  and  4  oz.  of  vermi- 
lion, grind  all  these  things  togetiier  very  finely,  mix  them  well 
together,  then  put  them  in  a  bottle  and  distil  them  through  an 
alembic  with  a  gentle  fire  at  first,  and  receive  the  first  water 
until  tiie  alembic  begins  to  get  yellow,  or  to  redden ;  then  re- 
move the  recipient,  and  put  on  another,  and  lute  the  edges 
well,  so  as  to  be  air-tight,  and  receive  the  next  water,  and  throw 
away  the  first  water,  for  it  is  useless  for  tiiis  operation,  and 
then  increase  the  fire,  and  let  the  recipient  have  all  tiie 
vapours  from  the  large  botfle  as  long  as  you  see  any  come 
ofi",  and  keep  this  water  in  a  vessel  well  closed  so  as  not  to 
evaporate;  and  tiiis  water  is  useful  for  making  jgood  azure 
almost  like  ultramarine.  It  is  also  useful  for  gilding  all  kinds 
of  tilings.^ 

First,  if  you  wish  to  make  azure,  take  calcined  tin,  and  put 
it  into  a  glass  or  glazed  jar,  and  pour  some  of  the  before-men- 
tioned aqua  fortis  over  it,  so  as  to  stand  half  a  finger's  breadth 
over  the  oxide  of  tin ;  let  it  stand  so  until  the  calcined  tin  is 
well  sunk  to  the  bottom,  and  is  highly  coloured ;  then  pour  off 
the  water,  and  you  will  find  good  and  fine  azure,  which  you 
may  sell  for  5  gold  ducats  the  pound. 

If  you  wish  to  make  calcined  tin,  take  tin  and  put  it  into  an 
earthenware  vase,  place  it  on  the  fire,  and  let  it  melt,  and  when 
it  is  melted,  continue  to  mix  it  until  it  cools,  and  do  not  let  it 
clog  together,  and  you  will  have  a  calx  (oxide)  with  which  you 
may  make  the  azure.  You  can  also  make  the  calx  of  tin  in 
another  way.  Take  tin  filings  and  put  them  into  a  glazed  jar 
and  pour  over  tiiem  distilled  vinegar,  and  cover  the  jar  closely. 
Place  it  in  dung,  and  let  it  remain  until  the  tin  and  vinegar 


»  The  description  in  the  text  appears  to  be  imperfect.     It  is  probably  an 
inaccurate  version  of  the  recipe  in  No.  32,  for  making  "  an  azure  better 
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poi  descopre  el  vaso  e  troverai  de  sopra  azurro  bono  per  muro 
et  bello  et  de  socto  fecia  cio  e  calcina  la  quale  gieta  via, 

58.  A  fare  azurro  per  via  daqua  forte. — ToUi  vitriolo  ro- 
mano  lb.  j  salnitrio  affinato  lb.  ^  et  cinabrio  oz.  4  et  tucte 
queste  cose  macina  bene  siibtilissimi  et  poi  le  mista  insiemi 
multo  bene  et  poUe  in  una  boccia  et  destillale  per  lambicco 
prima  cum  lento  foco  et  colglie  la  prima  aqua  per  infinj  che  lo 
lambico  se  comincia  afFare  croceo  o  vero  rosigiare  albora  re- 
move I'ampolla  et  mectinie  una  altra  et  tura  bene  le  junture 
die  lion  spirano  et  coglie  I'altra  aqua  et  la  prima  gietta  via 
che  non  vale  niente  in  questa  opera  et  alhora  cominza  a  fare 
un  poco  magiore  foco  che  prima  et  fa  che  lampolla  receva  bene 
i  fiimi  da  la  boccia  grandj  per  infino  die  tu  vedi  che  ne  vieni 
et  serva  questa  aqua  ben  turata  che  non  respire  et  questa  aqua 
e  bona  da  fare  azurro  bono  quasi  simili  a  lo  azurro  oltramarino. 
Et  e  bona  ancora  da  dorare  omne  lavoro. 

Prima  se  tu  voli  fare  azurro  toUi  calcina  de  stagno  et  metila 
in  uno  vaso  de  vetrio  overo  vetriato  et  desopra  ce  pone  de  la 
dicta  aqua  forte  dicta  desopra  tanto  che  sopravanze  mezo  deto 
de  sopra  ala  calcina  et  lassa  stare  cosi  tanto  che  la  calcina  sia 
bene  andata  al  fondo  et  bene  colorita  poi  sepera  laqua  et  tro- 
varai  azurro  bono  et  bello  del  quale  azurro  venderai  ducati 
5  doro  la  libra. 

Et  se  tu  volesci  fare  la  calcina  de  stagno  toUi  delo  stagno  et 
polio  in  uno  vaso  de  terra  et  metilo  al  foco  et  lassalo  desfare 
et  commo  e  disfatto  non  finare  mai  de  mistarlo  per  infino  a 
tanto  che  se  fredda  et  non  lo  lassare  apicare  insiemj  et  sera 
facta  calcina  cum  la  quale  poi  fare  el  dicto  azurro.  Ancora 
poi  fare  la  dicta  calcina  de  stagno  in  uno  altro  modo:  tolli 
limatura  de  stagno  et  poUa  in  una  oUa  vitriata  et  disopra  ce 
pone  aceto  distillato  per  lambiccho  et  copri  bene  la  dicta  oUa 
et  polla  sub  fimo  et  lassa  tanto  stare  che  lo  stagno  et  aceto  siano 


than  German   azure,    which,   in   appearance  and    colour,    equals    ultra- 
rine." 
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are  diflsolred,  because  it  w31  then  be  eonTerted  ioto  a  Tery  fine 
and  almost  impalpable  powder ;  and  with  this  yoa  can  make 
the  azure. 

If  yoa  wish  to  ^d  iron  or  any  other  thing,  take  the  thing 
yoa  wish  to  gild,  and  vanush  it,  and  let  it  dry ;  then  draw 
what  yoa  like  on  the  Tarnish,  and  pot  some  of  this  water  upon 
it.  Warm  it  at  the  lire,  and  when  it  is  hot,  mb  it  with  a  linen 
cloth,  and  it  will  be  well  gilded. 

B  59.^  Take  strong  ley,  and  as  modi  as  yoa  like  of  indigo, 
grind  it  with  the  ley,  aoeordii^  to  the  dqith  of  colour  yoa 
wish  for.  For  example,  if  yon  wish  the  coloor  to  be  very  deep, 
grind  more  indigo  with  the  cold  ley,  and  then  make  the  ley 
boil  with  the  indigo  for  the  space  of  one  muererey  and  after- 
wards remoTC  it  firom  the  fire,  and  immediately  put  a  little 
roche  alom  in  powder  into  it,  and  mix  it  and  let  it  cool  until  it 
is  tepid  or  almost  cold.  Then  put  it  into  a  piece  of  linen  and 
rub  it  upon  a  cham<ns  leather  skin,  and  the  skin  will  become 
blue.  Dry  it  in  the  meridian  son  or  at  the  fire,  and  when  it 
is  dry,  rub  it  with  your  hands  and  make  it  soft,  and  it  will  have 
become  a  beautifdl  blue  skin,  &c. 


1  The  title  is  wanting.  It  appears  to  be  a  recipe  for  dyeing  skins 
rather  than  for  painting.  The  hand-writing  is  more  recoit  than  that  in 
the  preceding  chapters. 
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disoluti  perche  se  convertira  in  polvere  subtilissimo  quasi  senza 
tatto  et  cum  questo  poi  fare  el  sopra  dicto  azurro. 

£t  se  tu  volesse  dorare  ferro  o  altro  tolli  la  coea  che  tu  voli 
dorare  et  invernicala  et  lassa  sciucare  poi  designa  quello  che 
te  piace  in  la  dicta  Yernice  poi  vi  meti  desopra  de  la  dicta 
aqua  et  scald(a)  al  foco  poi  commo  e  bene  calda  sfrega  cum 
panno  de  lino  et  vira  dorato  hello. 

B  59.  Recipe  liscivium  forte  et  indicum  quantum  vis  et  ma- 
cina  eum  cum  dicto  liscivio  et  pone  tantum  emdicum  secub- 
dum  vis  ut  sit  coloratum  viz.  si  vis  ut  sit  magis  coloratum 
pone  magis  indicum  ad  macinandum  cum  dicto  liscivio  frigido 
demum  fatias  dictum  liscivium  boUire  cum  dicto  indico  per 
spatium  imius  miserere  et  postea  extrahe  ab  ingne  et  imme- 
diate pone  in  eo  unum  modicum  aluminis  rocci  pulverizati  et 
misce  et  dimicte  frigidari  dummodo  tepidum  fiat  et  quasi  fri- 
gidum  demum  pone  eum  in  petia  linea  et  frica  super  pellem 
camusciam  et  fiet  azurram  et  sicca  ad  meridiem  aut  ad  ingnem 
et  quando  erit  sica  frica  manibus  et  reduc  eam  ad  morbitatem 
et  erit  facta  pulcram  pellem  turchinam  et  cetera. 


g2 
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HERE  BEGINS  THE  THIRD  CHAPTER 

ON  MAKING  AZURES  FROM  THE  JUICES  OF  HERBS,  WHICH  ARE 
USED  ON  PAPER,  ON  MINIATURES,  ON  CANVAS,  AND  ON 
GESSO ;  AND  FIRSTLY,  THAT  IS  TO  SAY— 

60.  To  make  azure  from  the  juice  of  herbs. — First  collect  in 
the  beginning  of  the  month  of  July  those  violet  flowers  which 
grow  in  the  fields,  and  with  the  juice  of  them  fill  a  glass  flask, 
and  pour  strong  vinegar  or  urine  into  it  until  it  is  full ;  let  it 
be  well  covered  over,  and  put  it  in  dung  or  in  a  heap  of  quick- 
lime, or  in  the  refuse  of  grapes  for  a  fortnight,  then  take  it 
out,  and  you  will  find  your  azure  made. 

61.  Also^  to  make  azure  from  herbs. — Take  the  blue  flowers 
which  are  called  "  oculos  pulcini,''  and  boil  them  with  vinegar 
and  powdered  resin  and  roche  alum,  and  let  the  vase  be  air- 
tight ;  afterwards  strain  the  liquor  through  a  cloth,  and  you 
will  have  a  good  blue  colour.  You  may  keep  the  dried  flowers 
for  a  whole  year. 

62.  On  the  same  subject,  to  make  blue  from  herbs. — Take  the 
flowers  of  wild  peas,  and  select  only  those  petals  which  are  in- 
side and  above  the  others,  and  which  are  of  a  dark  purple,  and 
pound  them ;  extract  the  juice  from  them,  and  incorporate  the 
juice  with  white  lead,  and  you  will  have  a  durable  and  tried 
blue  colour.  f  "^l 

63.  To  dye  linen  cloth  blue  with  juice  of  heibs.^ — Take  the 
berries  of  the  "  chacabassia,"  and  bruise  them  well  on  a  thick  ^  ^. 
and  white,  but  not  new,  linen  cloth,  on  both  sides  of  the  cloth.  '^ ' 
Then  take  a  vessel  full  of  urine,  and  put  the  cloth  over  it  so  as  .  '^ 


'\ 


^  This  appears  to  be  a  version  of  one  of  the  recipes  for  '^  Pezzette."     I 
cannot  find  the  explanation  of  the  term   **  Chacabassia" ;   perhaps,  as      ^'^^ 
was  suggested  to  me  by  a  gentleman  well  acquainted  with  the  subject, 
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INCIPIT  TERTIUS  CAPITULUS 

BE  AZUfiRIS  FIENDIS  D£  HERBARUM  8UCCIS  QUIBUS  UTUNTUR 
IN  CARTA  SUPER  MINII  ET  IN  TELA  ET  IN  GISSO  ET  PRIMO 
VIDELICET— 

60.  Ad  faciendum  azurrum  ex  succo  herbarum. — Primo  col- 
lige  in  principio  mensis  Julij  illos  flores  yiolatos  qui  nascuntur 
in  campis  et  ex  succo  eorum  impleas  unam  ampuUam  yitream 
et  desuper  infunde  fortem  acetum  yel  orinam  usque  ad  sum- 
mum  et  sit  optime  copertam  et  pone  sub  fimo  aut  sub  acerya 
calcis  vive  vel  sub  venatias  per  15*"  dies  postea  extrahe  et  in- 
venies  azurrum  factum. 

61.  Ad  idem  de  azurro  herbarum, — CoUige  flores  azurrinos 
qui  yocantur  oculos  pulcini  et  fac  eos  buUire  cum  aceto  et  cum 
ragina  pulyerizata  et  aluminis  rozi  ita  quod  yasculum  non 
possit  aspirari  postea  coUabis  per  pannum  et  habebis  bonum 
colorem  azurrinum  et  poteris  servare  per  totum  annum  flores 
siccos. 

62.  Super  eodem  de  herbarum  azurro. — Recipe  fiore  de  pe- 
selli  salyatice  et  tolli  solamente  quello  fiore  che  e  de  dentro  in 
suso  I'altro  fiore  el  quale  e  pavonazo  scuro  et  quelli  pista  et 
cayani  lo  sugo  et  incorpora  lo  dicto  sugo  cum  biacca  et  hayerai 
colore  cilestro  durabili  et  provato. 

63.  A  fare  la  peza  axurra  de  sugo  derbe. — Tolli  delle  po- 
mellj  de  la  chacabascia  e  sfregali  bene  in  uno  panno  de  lino 
grosso  et  bianco  non  novo  da  omne  lato  de  la  pezza  poi  tolli 
uno  catino  pino  de  orina  poi  pone  questa  pezza  sopra  a  questo 


it  may  be  the  same  as  **  scaldabassa,"  which  is  mentioned  in  the  Le 
Begue  MS.,  and  which  was  certainly  a  blue  colour,  because  it  was  used 
with  yellow  to  produce  a  green  colour. 
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not  to  touch  the  urine,  and  let  it  stand  for  three  or  four  days. 
Then  take  it  up  and  it  will  have  become  blue ;  and  when  you 
want  to  use  it  take  a  small  piece  of  that  cloth,  put  it  into  a 
shell ;  add  a  little  gum  water,  and  let  it  stand  to  soak  for  the 
space  of  one  miserere ;  then  press  it,  and  with  what  you  press 
out,  paint  what  you  like  on  paper,  on  miniatures,  or  elsewhere, 
and  it  will  be  a  fine  colour. 

64.  To  make  hltie  in  another  manner  with  juice  [of  plants]. — 
Summe  stercho  canino  bianco,  et  spolverizalo  bene  subtili  et 
stemperalo  cum  orina  ad  modo  de  coUore  et  cum  questo  stercho 
stemperato  cum  orina,  scrive,  depinge  quello  che  tu  voli  et 
lassalo  sechare,  poi  toUi  lo  sugo  delli  granelli  dellebe,  et  poUo 
cum  lo  pennello  sopra  le  lettere  o  fogliami  della  mistura  de  lo 
stercho  et  subito  diventara  coUore  azurro  hello,  et  se  misti 
el  dicto  sugo  cum  lo  stercho,  et  cum  lorina,  et  mistica  bene 
insiemj,  vira  azurro,  ut  supra. 

65.  How  to  grind  azure  to  use  with  the  pen  and  in  body 
colour. — Take  the  azure,  and  put  it  into  a  glazed  pan ;  then 
add  some  very  clean  honey  and  incorporate  them  well  together 
then  grind  the  honey  with  the  blue  upon  marble  or  porphyry 
until  it  becomes  an  almost  impalpable  powder.  When  it  is 
ground  fine  put  it  back  into  the  pan  and  wash  it  several  times 
with  warm  water,  and  when  it  is  well  washed  with  warm  water, 
wash  it  with  cold  water,  and  after  each  time  let  the  azure 
sink  to  the  bottom.  Continue  this  until  it  is  well  washed, 
cleaned,  and  purified ;  then  take  the  azure  and  put  it  to  soften 
in  clear  and  clean  ley  in  a  glass  vase,  such  as  a  tumbler,  and 
let  it  stand  for  the  space  of  seven  days ;  change  the  ley  pvery 
two  or  three  days,  and  then  wash  it  well  with  fresh  and  clear 
water,  and  let  it  dry  in  the  shade  in  a  place  where  no  dust  will 
get  to  it.  And  if  you  wish  to  use  it  as  a  body  colour,  dis- 
temper it  with  size  made  from  clippings  of  white  chamois 
leather  and  it  will  be  good.  And  if  you  wish  to  use  it  with 
the  pen  or  for  miniatures,  take  the  azure  and  distemper  it  with 
glue  made  from  parchment  clippings,  or  with  gum  water  and 
prepared  white  of  egg,  and  it  will  do  well. 
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catino  per  modo  die  non  tochi  lorina  et  lassala  stare  3  o  4  di  et 
poi  la  leva  et  sera  diventata  azurra  et  quando  la  yoi  operare 
tolH  uDO  poco  de  quella  peza  et  metila  in  una  cocia  et  metice 
imo  poco  daqua  gomniata  et  lassa  stare  a  mollo  per  uno  mise- 
rere et  poi  lo  spremi  et  cum  quella  spremitora  dipenge  quelle 
cfae  te  piaoe  in  carta  sopra  aliminii  o  altrove  et  sera  bello 
colore. 

64.  Affare  azurro  per  altro  modo  cum  suffo. — Summe  stercho 
canino  bianco  et  spolrerizalo  bene  subtili  et  stemperalo  cum 
orina  ad  modo  de  coUore  et  cum  questo  stercho  stemperato 
cum  orina  scrive  depinge  quelle  che  tu  voli  et  lassalo  sechare 
poi  tolli  lo  sugo  delli  granelli  dellebe  [ellera?]  et  polio  cum  lo 
pennello  sopra  le  lettere  o  fogliami  della  mistura  de  lo  stercho 
et  subito  diventara  collore  azurro  bello  et  se  misti  el  dicto  sugo 
cum  lo  stercho  et  cum  lorina  et  mistica  bene  insiemj  yira  azurro 
ut  supra. 

65.  Commo  se  macina  lo  azurro  per  adoperare  a  peniia  etfare 
corpe. — ^Accipe  lo  azurro  et  mectilo  in  una  scudella  vitriata  et 
poi  mectivi  del  mele  ben  necto  et  incorpora  bene  insiemj  poi 
macina  el  mele  insiemj  cum  lo  azurro  supra  marmo  o  porfido 
et  macinalo  tanto  che  venga  quasi  senza  tacto  et  quando  sera 
bene  macinato  aremetilo  in  quella  scudella  et  layalo  piu  volte 
cum  aqua  tepida  et  poi  che  sera  bene  lavato  cum  laqua  tepida 
lavalo  cum  aqua  cbiara  et  da  luna  volta  et  laltra  lassa  andare 
lo  azurro  al  fondo  et  tanto  continua  che  sia  bene  lavato  puri- 
ficato  et  necto  poi  tolli  lo  dicto  azurro  et  metilo  amoUo  in 
ranno  da  capo  necto  et  chiaro  in  uno  vaso  de  vetrio  commo  e 
uno  bichiere  et  lassalo  stare  per  spatio  de  7  di  et  omne  doi  o 
3  di  mutali  lo  ranno  novo  poi  lo  lava  molto  bene  cum  aqua 
frescba  et  chiara  et  lassalo  sciugare  a  lombra  in  loco  che  non 
vi  yada  polvere.  £t  se  tu  el  voli  adoperare  per  fare  corpe  dis- 
temperalo  cum  coUa  de  retalgUe  de  camoscio  bianco  et  stara 
bene.  Et  se  tu  el  voli  per  operare  appenna  o  per  minij  tolli 
de  lo  azurro  et  distemperalo  cum  coUa  de  rasura  de  carta  o 
vero  cum  aqua  gommata  et  cum  chiara  dovo  preparata  et  stara 
bene. 
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66.  To  mix  azure  for  writing. — Take  whatever  kind  of  azure 
you  like  and  grind  it  genfly  with  prepared  white  of  egg  and 
ley  upon  porphyry,  and  then  put  it  into  a  horn.  When  it  is 
quite  settled,  throw  away  that  ley  and  white  of  egg,  and  do 
this  three  or  four  times,  and  the  last  time  throw  away  the  ley, 
drain  it  and  then  let  the  azure  dry.  When  you  wish  to  use 
the  colour  add  a  little  gum  water  to  it  and  mix  it  well ;  and 
when  it  is  settled,  throw  away  that  gum  water  and  put  some 
fresh,  and  use  the  colour.  Some  mix  it  with  white  of  egg,  hut 
if  you  use  white  of  egg,  you  must  renew  it  every  day,  because 
if  it  remains  too  long,  it  ^ums  the  azure  black.  And  if  you  put 
in  it  some  wax  from  your  ears,  it  makes  the  colour  flow  mu(^ 
better.  Some  persons  say  that  if  you  put  gum  water  into  the 
azure,  it  turns  black  ;  and  it  is  said  that  the  azure  should  be 
ground  with  ley  made  from  the  ashes  of  the  oak  or  with  calcined 
ashes.  Distemper  it,  when  it  is  dry,  with  white  and  yolk  of 
egg,  and  this  makes  it  more  beautiful,  more  shining,  and  more 
pure. 

67.  The  way  to  refine  the  azures  when  they  are  impure, — If 
you  have  azure  which  is  not  clean,  take  the  azure  and  put  it  in 
urine  to  soak  for  the  space  of  one  month,  and  then  wash  it  with 
clear  water,  and  distemper  it  as  above,  and  it  will  become  clean 
and  beautiful. 

68.  For  the  same  purpose, — Take  the  azure  and  distemper  it 
with  white  of  egg  and  tragacanth,  well  beaten  and  incorporated 
together,  and  distemper  your  azure  with  this. 

69.  To  purify  azure, — If  the  azure  is  too  earthy,  it  may  be 
purified  as  follows : — ^Take  white  and  clean  ashes,  and  an  equal 
quantity  of  quicklime,  and  let  it  be  very  white ;  then  take  equal 
quantities  of  vinegar  and  water,  and  put  them  into  a  new  and 
clean  jar,  and  boil  them  with  the  ashes  and  lime,  and  afterwards 
let  them  cool  and  settle,  and  with  that  ley  wash  the  azure,  and 
know  that  after  such  washing  the  azure  will  appear  black. 
Then  wash  the  blackened  azure  with  white  wine,  and  let  it  dry, 
and  put  it  into  a  shell  with  about  a  fourth  part  of  gum  water. 

70.  To  colour  the  azure, — Take  verzino,  scrape  it  fine  with 
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66.  A  distempei'are  azurro  per  scrivare. — Reccipe  de  qua- 
lunque  sorta  de  azurro  te  place  et  macinalo  legiermente  cum 
chiara  doTO  preparata  et  lisciya  da  capo  sopra  porfido  poi  mec- 
tilo  in  lo  comecto  et  commo  ello  e  bene  reposato  et  tu  giecta 
yia  quella  liscia  et  diiara  et  cosci  fa  3  o  4  Yolte  et  I'ulti- 
ma  ToHa  gieta  via  la  liscia  et  lasselo  bene  scolare  et  lasselo 
seccare.  £t  quando  tu  lo  rorai  operare  mectice  uno  poco 
daqua  gonunata  et  misticalo  bene  et  commo  e  bene  possato 
^etta  via  quella  aqua  gommata  et  mectice  della  nova  e  dope* 
ralo.  Alcuno  lo  tempera  cum  chiara  et  aqua  gommata.  Ma  se 
tu  lo  conciaraj  cum  chiara  se  vole  renovarla  quasi  omne  di  perche 
standoce  troppo  fa  lo  azurro  negro.  Et  se  tu  ce  misti  de  la  brut- 
tura  de  le  orecchie  lo  fa  piu  corrente  assai.  £t  alcuni  dicano  che 
mettendo  de  laqua  gomata  in  lo  azurro  diventa  nero  et  dicano 
che  se  de  macerare  in  liscia  facta  de  cenere  de  cerro  o  cenere 
recotta  et  distemperarlo  poi  quando  sera  sciuto  cum  chiara  et 
torno  dovo  et  qnesto  lo  fa  piu  bello  et  piu  lucente  et  piu  puro. 

67.  El  modo  dqfinare  It  azurri  quando  fassero  grossL — Se  tu 
havessi  azurri  che  non  fossero  necti  toUi  lo  dicto  azurro  in  lorina 
amoUi  per  lo  spatio  de  uno  mese  et  piu  poi  lo  lava  cum  aqua 
chiara  et  distemperalo  commo  e  dicto  disopra  e  vira  necto  et 
bello. 

68.  Ad  idem, — Accipe  lo  azurro  et  temperalo  cum  chiara 
dovo  et  dra^nti  sbatuti  bene  insiemj  et  bene  incorporati  luno 
cum  laltro  et  con  quello  tempera  el  tuo  azurro. 

69.  Ad  purgandum  azurrum, — Si  azurrum  est  nimis  terrestre 
sic  purgatur.  Recipe  cininerem  candidum  et  mundum  et  toti- 
dem  de  viva  calce  et  sit  bene  alba  et  acetum  et  aquam  equali- 
ter  et  mitte  in  vase  novo  et  mundo  et  fac  simul  cum  cineribus 
et  calce  bulire  postea  permite  infrigidari  et  clarificari  et  cum 
tali  liscivia  lava  azurrum  et  sias  quod  post  talem  lavationem 
azurrum  apparebit  nigrum  et  deinde  lava  cum  vino  albo  dictum 
azurrum  nigrum  et  permicte  siccari  deinde  pone  eum  in  cocu- 
leam  cum  aliquantulo  aque  gumate  per  quartam  partem. 

70.  Ad  colorandum  azurrum. — Reccipe  verzinum  et  subtiliter 
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glass,  and  put  the  scrapings  into  prepared  white  of  egg  for  a 
day  and  a  night,  so  that  the  raspings  may  be  corered  witib  the 
white  of  egg ;  add  a  little  pounded  roche  alum,  then  strain  all 
these  ingredients  through  a  piece  of  white  linen,  and  temper 
the  azure  with  this  coloured  white  of  egg. 

71.  To  ^*' multiply  ^^  your  azure} — ^Take  azure  with  a  Htde 
ceruse,  mix  them  together,  and  distemper  them  with  white  of 
egg ;  and  if  you  wish  the  colour  to  be  paler,  add  more  ceruse, 
and  it  will  be  "  multiplied." 

72.  To  colour  your  azure  very  well. — Take  3  oz.  of  oil  of 
bitter  almonds,  and  an  equal  quantity  of  olive  oil,  put  them  into  a 
stone  vase  with  azure,  and  boil  them,  without  smoke,  for  7  hours ; 
do  this  three  or  four  times,  and  afterwards  wash  the  azure  with 
tepid  ley,  then  with  cold  and  clear  water,  so  as  to  clean  it  well. 
Then  dry  it,  and  it  will  be  well  coloured,  and  you  may  temper 
it  as  you  like. 

73.  To  make  indigo, — Take  the  herb  woad  and  pound  it  very 
fine,  and  make  it  into  little  balls  like  apples ;  then  take  for 
every  pound  of  woad  two  ounces  of  common  salt,  three  ounces 
of  sulphur  vivum,  and  one  ounce  of  roche  alum ;  grind  all  these 
things  with  the  herb,  and  afterwards  put  them  into  a  copper 
vessel  of  clear  water,  and  mix  them  to  the  consistence  of  sauce 
not  too  thin,  then  put  the  vessel  over  a  clear  fire,  and  let  it  re- 
main until  it  becomes  like  dough ;  next  put  it  on  a  table,  and 
spread  it  out  rather  thin,  and  afterwards  cut  it  with  a  knife  in  any 
manner  you  please  and  let  it  dry,  and  you  will  have  good  indigo. 

74.  To  make  indigo. — Take  two  ounces  of  "  gesso  sottile," 
and  grind  it  with  10  oz.  of  dried  woad,  that  is  to  say,  the  flower 
(or  froth),  and  grind  it  well ;  then  mix  a  little  albumen  of  eggs, 
that  is  to  say,  prepared  white  of  eggs,  with  it,  and  incorporate 
the  whole  well  together,  and  dry  it  in  the  sun,  and  when  it  is 
dry  cut  it  into  pieces  just  as  you  like.     And  note,  when  you 

■  ■■^™  ■-  ■*■**     *--..—    _  ■^- .---     —    -^^ —     -■     ^_-..      -■■■■I—    -  -  -  - 

1  To  "  multiply  azure,"  t.  «.,  to  increase  the  quantity.  In  the  present 
iiwtance  this  is  done  by  adding  vvhite  to  it,  which  also  diminishes  the  inten- 
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fade  cum  vitro  et  pone  rasuram  illam  in  clara  ori  preparata 
per  diem  et  noetem  ita  quod  rasura  ilia  sit  coperta  a  dicta  clara 
0imi  modico  ahiminis  rocci  pulverizati  deinde  colabis  hec  omnia 
cum  petia  pantn  lini  alba  et  cum  predicta  clara  colorata  temper* 
abis  azurrum. 

71.  Ad  ^nultiplicandum  €Uturrum.''^Tolle  azurrum  cum  mo« 
dioo  cerufie  et  misoe  amul  et  distempera  cum  clara  oyj  et  Bi  ris 
magis  clarum  micte  pltiB  de  oerusa  et  multiplicatur. 

72.  Ad  colarandum  azurrum  optiTne.—hiYemes  oleum  amamg- 
dolarum  omarum  or.  8  et  totidem  olej  olire  et  pone  in  kpideum 
vaisem  et  iac  buUire  cum  azurro  sine  finno  per  7  boras  et  sic  ter 
vel  quatuor  faties  postea  ablue  cum  liscivio  tepido  deinde  cam 
fngida  aqua  et  dara  ut  sit  bene  mimdum  postea  sicca  et  colo* 
ratum  erit  congrue  et  tempera  eum  quomodo  vis. 

7S.  Adfatiendum  eTtdicum*-—Bjeccipe  guaturo  in  herba  et  eum 
]»8ta  valde  bene  subtiliter  et  fac  pallottas  sicut  poma  postea 
accipe  pro  c»nm  libra  dicti  guati  dntias  duas  salis  comunis  et 
ofntias  tres  sulphuris  vivi  et  untiam  unam  aluminis  rocci  deinde 
bene  trita  omnia  simul  cum  dicta  herba  postea  pone  omnia  in 
uno  vase  rameo  cum  aqua  clarissima  et  stempera  ad  modum 
salse  non  nimis  clare  postea  pone  super  ignem  clarum  et  fac  tan- 
turn  stare  ut  veniat  ad  modum  paste  postea  pone  super  unam 
tabulam  et  stende  aliquantulum  subtile  bine  ad  modicum  indde 
cum  gladio  ut  tibj  placet  et  mite  sicari  et  erit  factum  indicum 
finum. 

74.  Ad  faciendum  indicum. — ^Tolli  once  doi  de  gesso  subtili 
et  macinalo  cum  x  once  de  guato  secoo  cioe  el  fiore  et  macina 
bene  subtili  et  poi  ce  mistica  uno  poco  de  albume  dova  cioe 
chiara  dova  preparata  et  incorpora  omne  cosa  bene  insiemj 
poi  el  pone  asbiugare  al  sole  et  quando  e  seccho  fknnj  pezi 
commo  te  pare.      £t  nota  che  quando  tu  el  macini  mectice 


sity  of  the  colour.  The  term  "  tnultiply"  was  much  u«Gd  by  the  old  Alche- 
mists  in  the  above  sense. 
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grind  it,  mix  with  it  a  little  roche  alum  dissolved  in  water,  and 
it  will  be  good  and  fine  indigo. 

75.  To  make  fine  indigo. — Take  one  part  of  flower  of  woad, 
which  flower  is  collected  in  the  dyers*  vat  when  they  are  boiling 
woad ;  bake  it  well  in  an  earthenware  shoyel,  until  it  is  well 
burnt ;  then  grind  it  fine,  and  take  5  parts  of  the  white  earth 
which  the  fellmongers  use,^  pound  it  and  mix  it  well  with  the 
powder  of  the  woad ;  afterwards  grind  the  whole  with  clear 
water  upon  a  stone,  like  paint,  then  spread  it  on  a  smooth  table, 
and  let  it  dry  a  little  in  the  sun ;  afterwards  break  it  into  small 
pieces,  and  let  it  dry  again  in  the  sun.  Then  take  some  of  the 
first  composition,  and  make  it  of  the  consistence  of  a  rather  thin 
soup,  and  put  the  pieces  into  it  to  soak ;  then  take  them  out 
and  dry  them  in  the  sun  or  at  the  fire,  and  if  the  colour  is  not 
sufficiently  deep,  renew  the  process  as  oftien  as  you  think  pro- 
per ;  afterwards  dry  it,  and  keep  what  you  have  made. 

76.  To  make  indigo. — ^Take  gesso,  ground  very  fine,  three 
parts,  and  flower  of  woad  six  parts ;  mix  and  grind  them  well 
together  until  they  become  like  paste  of  a  good  colour.  Then 
take  alum  water  made  with  roche  alum,  and  again  wet  up  this 
gesso  and  flower,  add  more  fi*e8h  flower  of  woad  until  it  is  as 
thick  as  porridge  ;  and  before  you  put  in  the  alum  water  you 
must  spread  the  mixture  of  gesso  and  woad  on  marble  or  hard 
stone  until  it  is  very  dry.  It  must  then  be  wetted  up  again 
with  the  alum  water ;  afterwards  spread  it  out,  and  let  it  be- 
come very  dry,  and  preserve  it. 

77.  To  make  indigo  another  way. — Take  flower  of  woad,  and 
make  it  up  into  a  paste  with  urine  and  strong  vinegar ;  make 
a  cake  of  it,  and  dry  it  in  the  sun,  and  if  it  is  pale  add  more 
flower  of  woad  to  it,  until  it  becomes  of  a  fine  colour ;  then  cut 
it  into  pieces,  and  finish  drying  it,  and  It  will  be  done. 

78.  To  make  indigo. — First  you  must  know  that  the  various 
sorts  of  this  colour  are  made  of  a  certain  herb  which  is  called 


1  There  is  no  doubt  that  this  was  lime. 
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uno  poco  dalumj  de  rocho  disolnto  ia  aqua  e  sera  bono  et  bello 
indico. 

75.  Affare  bello  indico. — Reccipe  partem  unam  floris  guati 
qui  flo6  coUigitur  in  caldarea  tintorum  quando  guatum  dequo- 
quatur  et  ipsum  bene  coque  in  pella  terrea  donee  peroptime 
comburetur  postea  tere  eum  subtile  deinde  aceipe  terram  albam 
qua  utuntur  pelliparij  et  pulyeriza  et  tolle  de  ea  partes  5  et 
bene  missia  cum  pulvere  predicto  guati  postea  cum  aqua  clara 
omnia  simul  conjunge  supra  lapidem  ad  modum  colloris  deinde 
extende  supra  tabulam  politam  et  dimitte  aliquantulum  sicari  ad 
solem  postea  fac  parva  frustra  et  iterum  dimite  sicari  ad  solem 
hoc  facto  acipe  de  primo  composite  et  fac  imum  brodum  aliquan- 
tulum currens  et  impone  ipsa  frustra  ut  imbibantur  deinde  ex- 
trhae  et  sicca  ad  solem  yel  ad  ingnem  deinde  si  non  est  satis 
coloratum  reitera  donee  videtur  tibi  postea  sicca  et  serva  quod 
factum  erit. 

76.  Affare  indico. — ^ToUi  gesso  macinato  subtilmente  per 
terza  parte  e  fiore  de  guato  per  sesta  parte  et  mistica  et  macina 
bene  insiemj  tanto  cbe  venga  ad  modo  de  pasta  che  habbia  bono 
collore  poi  toUi  aqua  alumata  cum  alumj  de  rocho  et  reintridi 
questo  gesso  et  fiore  de  noTO  cum  la  dicta  aqua  alumata  cum 
piu  fiore  de  guato  novo  tanto  che  sia  commo  ima  farinata.  £t 
nanti  che  tu  ce  mecti  laqua  alumata  se  vole  stemdare  lo  gesso 
et  lo  fiore  in  uno  marmo  o  vero  sasso  vivo  in  fino  che  e  ben 
secho  poi  se  vole  reintridare  de  novo  cum  la  dicta  aqua  alumata 
poi  lo  stende  et  lassalo  seccare  si  che  sia  ben  secho  et  ripollo. 

77.  Affare  indico  per  altram  mam. — Reccipe  fiore  de  guato 
et  impasta  insiemi  cum  orina  et  aceto  forte  et  fanne  imo  migli- 
acio  et  secalo  al  sole  e  se  ello  bianchegiasse  metice  piu  fiore  de 
guato  et  cusi  fa  tanto  che  habbia  bello  colore  poi  ne  fa  peze  e 
fomissce  lo  de  seccare  et  sera  facto. 

78.  Ad  faciendum  indicum  et  confUionem  yus. — Primo  sci- 
endum est  quod  genera  istius  colons  fit  de  quadam  herba  que 


416      ,  BOLOQNSSE  MANUSCRIPT. 

woad,  and  this  herb  is  boiled  down  in  a  jar  until  no  part  of  it 
remains  ;  it  is  then  dried,  and  is  called  by  different  names ;  it 
is  made  in  various  places,  and  is  nearly  perfect  azure. 

79.  To  make  indigo, — Take  prepared  gesso,  ground  fine,  and 
mix  it  with  flower  of  woad,  and  grind  it  until  it  becomes  like 
soft  and  watery  paste,  and  has  a  good  colour.  Then  take  roche 
alum,  and  distemper  it  with  hot  water ;  then  wet  up  afresh  the 
gesso  and  flower  with  the  said  alum  water,  so  as  to  be  like  a 
thin  porridge ;  let  it  remain  so  until  it  begins  to  shrink,  then 
spread  it  out,  and  let  it  dry ;  afterwards  wet  it  up  again  with 
the  alum  water  and  flower  of  woad,  and  spread  it  out  again  on 
a  plank  or  table  of  polished  walnut  wood,  or  well«polished 
marble  or  stone.  When  nearly  dry,  cut  it  into  pieces  just  as 
you  like,  and  let  it  finish  drying,  and  it  will  be  good  indigo. 

80.  To .  make  indigo  in  another  way, — ^Take  flower  of  woad 
and  very  white  starch,  knead  them  together  with  urine  pre- 
pared and  strained  through  a  filter,  and  sU'ong  white  vinegar, 
equal  parts  of  each.  Make  the  whole  into  a  cake,  and  dry  it 
in  the  sun ;  and  if  it  is  not  sufficiently  coloured,  add  to  it  m<N*e 
flower  of  woad,  and  put  so  much  of  it  that  it  may  be  of  a  lively 
colour,  and  it  will  be  done. 

81^  To  make  indigo  by  another  fnethod.-^Take  woad  in  the 
herb,  and  pound  it  well,  and  put  it  in  die  sun  in  a  vase,  and  let 
the  sun  always  shine  upon  it,  and  let  it  stand  so  for  several 
days,  and  every  day  wet  it  with  urine  until  it  breeds  worms, 
and  it  will  produce  large  worms  of  a  blue  colour.  Then  take 
these  worms  and  pound  them,  and  extract  the  juice  of  them  by 
means  of  a  linen  cloth,  not  too  tight ;  then  let  the  mass  remain 
by  itself,  and  when  it  begins  to  shrink  make  it  into  a  cake  like 
dough,  not  too  thick,  and  put  it  to  dry ;  and  when  it  is  nearly 
dry,  so  that  the  juice  can  be  pressed  out  well,  cut  it  in  pieces 
just  as  you  like,  and  let  it  finish  drying,  and  it  is  done. 
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vocatur  guatum  et  ilia  herba  coquetur  in  vase  donee  nil  de  sub- 
stantia remaneat  deinde  desicatur  et  diversis  nominibus  nomi- 
netur  et  in  diversis  partibus  conficitur  et  quasi  azumim  est. 

79.  Affare  indico. — Tolli  gesso  eurato  macinato  subtili  et 
mistalo  cum  fiore  de  guato  et  tanto  lo  vieni  macinando  che  sia 
commo  pasta  intrisa  brodosa  per  modo  cbe  habia  bono  collore 
poi  tolli  alumj  de  rocho  et  distemperalo  in  laqua  calda  poi 
reintridi  de  novo  lo  dicto  gesso  et  fiore  cum  la  dicta  aqua 
alumata  per  modo  che  sia  commo  una  farinata  liquida  e  lassalo 
cusci  stare  per  infino  che  se  cominzia  a  stregnare  poi  lo  stende 
e  lassalo  sciugare  poi  de  novo  lo  intridi  cum  la  dicta  aqua 
alumata  e  fiore  de  guato  e  de  novo  lo  stende  in  una  tavola  de 
noce  o  asse  bene  polita  o  marmo  o  petra  bene  polita  e  lassala 
quasi  secare  poi  ne  fa  li  pezi  a  tuo  piaeere  e  lassalo  fomire  de 
secare  et  sera  bono  indioo. 

80.  Affare  indicko  alio  modo. — ^Ahvve  fiore  de  guato  et  amida 
bene  canido  e  impasta  insiemj  cum  orina  preparata  e  stillata 
per  filtro  et  cum  aceto  bianco  e  forte  tanto  de  luno  quanto  de 
laltro  e  fanne  uno  migliacio  e  secalo  al  sole  e  se  venisse  che 
non  fosse  bene  colorito  metivj  piu  fiore  e  tanto  vi  ni  mecti  che 
habia  bono  e  vivo  collore  e  de  &cto. 

81.  Affare  indicho  per  aitra  forma. — ^Tolli  guato  in  herba  e 
fnstalo  bene  e  mectilo  al  sole  in  uno  vaso  e  fache  lo  sole  li  dia 
di  continue  e  lassalo  stare  piu  di  e  omne  di  lo  bagna  cum  orina 
per  infino  a  tanto  che  inverminisce  e  fara  verminj  grossci  de 
collore  azurro  poi  tolli  quel  verminj  e  pistali  e  tranne  el  sugo 
per  uno  panno  de  lino  non  troppo  stretto  poi  lassalo  reposare 
per  se  medesimo  e  commo  se  comincia  a  stregnare  e  tu  ne  fa 
una  focacia  come  se  fusse  pasta  non  troppo  grossa  e  mectila  a 
fieocare  e  quando  sera  a  presso  che  secca  che  lo  sugo  se  tirera 
bene  e  tu  ne  fa  in  pezze  commo  te  pare  et  lassali  compire  de 
secare  e  de  facto. 


(     418     ) 


HERE  BEGINS  THE  FOURTH  CHAPTER 

ON  MAKING  GREENS  FROM  COPPER  AND  FROM  THE  JUICES  OF 
HERBS  IN  VARIOUS  MANNERS.      AND  FIRST— 

82.  To  make  verdigris. — Take  very  thin  slips  of  copper,  and 
put  them  into  a  yase,  and  then  place  the  va^e  three  palms  deep 
in  horsedimg,  underground,  m  a  damp  place,  and  let  it  remain 
thirty  or  forty  days ;  then  take  it  out,  and  rub  the  slips  well 
with  very  strong  vinegar  ;  then  put  them  back  under  the  dung 
in  the  vase,  and  let  them  remain  well  covered  for  the  space  of 
one  month,  when  the  verdigris  will  be  formed. 

83.  To  make  verdigris. — Take  a  copper  pot,  with  a  cover 
that  can  be  luted  on  to  it,  and  fill  it  with  very  strong  vinegar, 
then  put  on  the  cover,  and  let  it  remain  sixty  or  seventy  days 
underground  in  a  warm  and  damp  place ;  then  take  out  the 
vase,  and  scrape  away  the  verdigris  that  adheres  to  the  bottom ; 
then  put  back  the  vinegar,  and  return  it  as  before,  and  continue 
this  as  long  as  any  of  the  basin  remains. 

84.  To  make  verdigris. — Take  plates  of  copper,  and  suspend 
them  over  the  vapour  of  strong  vinegar  in  a  jar  covered  with 
clay  and  well  closed,  so  as  to  be  air-tight ;  then  put  the  jar 
into  dung  or  the  refiise  of  grapes,  in  the  time  of  tlie  vintage, 
for  the  space  of  fifteen  days,  when  you  must  open  the  jar,  and 
you  will  find  the  verdigris  adhering  to  those  plates.  Scrape  it 
away,  and  return  it  as  before. 

85.  To  make  verdigris. — Take  very  thin  copper  and  cut  it 
into  pieces  of  half  an  ounce  or  one  ounce  each  ;  arrange  them 
in  a  glazed  vase  with  common  salt — that  is  to  say,  one  stratum 
of  copper  and  another  of  salt ;  then  fill  the  vase  with  strong 
vinegar,  and  cover  it  with  lutum  sapientiae ;  put  it  under- 
ground in  a  damp  and  warm  place  for  a  month,  and  you  will 
have  good  verdigris. 
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INCIPIT  QUABTDS  CAPITULUS 

D£  FIENDIS  ymmiBUS  SAMIS  ET  D£  VmiBIBUS   FACTIS    CUM 
EBBABUM  SUCCIS  IN  DIYEBSIB  MODIS.      PBIMO 

82.  Ad  faciendum  viridem  ramum. — Accipe  fecte  de  ramo 
subtilissimi  et  mectile  in  uno  vaso  e  poi  lo  pone  socto  lo  litami 
de  cavallo  socto  terra  in  loco  faumido  socto  tre  palmi  et  lassalo 
stare  30  o  40  di  poi  el  tera  fora  et  sborfa  molto  bene  cum  aceto 
fortissimo  le  dicte  lamine  poi  le  ritoma  socto  quelle  litami  in 
quelle  vaso  et  stiano  bene  coperte  per  spatio  duno  mese  et  sera 
&cto  verderamo. 

83.  Ad  viridem  herem  faciendum. — ^Tolli  uno  catino  de  ramo 
cum  uno  coperchio  che  li  stia  so^Uato  et  inpe  lo  catino  de  fortis- 
simo aceto  poi  lo  copri  cum  lo  suo  coperchio  et  lassalo  stare  per 
60  di  soeto  terra  che  habia  caldo  et  humido  poi  tolli  fora  el 
Taso  et  rade  via  el  verderamo  che  se  teni  al  fondo  poi  remectili 
suso  quelle  aceto  et  tomalo  al  modo  disopra  et  fa  similmente 
per  iufino  a  tanto  che  lo  catino  ne  mena. 

84.  Ad  faciendum  viridem  ramum, — Summe  le  piastre  de 
ramo  et  sospendi  le  sopra  alo  vapore  de  lo  aceto  forte  in  una 
pignatta  coperta  cum  creta  bene  obturata  che  non  spire  poi  lo 
poni  in  lo  litami  o  vero  venacia  al  tempo  de  yendemia  per  spatio 
de  15  di  poi  apre  la  dicta  pignatta  et  troverai  el  verde  ramo 
che  sera  apicato  a  quelle  piastre  et  rade  via  quelle  et  poi  lo 
toma  al  modo  sopradicto. 

85.  Ad  viridem  ramum  faciendum, — Habbi  ramo  subtilissimo 
et  fannj  peze  de  meza  oncia  o  duna  oncia  luno  et  acconciale  in 
imo  vaso  vitriato  cum  sale  commune  doe  imo  strato  de  lamine 
et  uno  de  sale  poi  impe  lo  vaso  daceto  forte  et  coprilo  vJaso 
cum  luto  de  sapientia  et  mectilo  socto  terra  per  uno  mese  in 
loco  humido  et  callido  et  sera  facto  bono  verderamo. 

VOL.  II.  H 
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86.  To  mcJie  green  for  pairOing  on  gesso, — Take  5  ounces  of 
strong  white  vinegar,  of  copper-foil  and  Roman  vitriol  equal 
quantities,  and  a  little  alum ;  grind  them  all  together,  and  let 
them  dry,  and  when  you  want  to  use  the  colour  distemper  it 
with  gum  water,  and  it  will  make  a  good  green. 

87.  To  make  green. — Take  orpiment  and  indigo  "  de  baga- 
don,"^  and  grind  th<pm  well  with  water.  When  the  colour 
settles,  grind  it  again  with  gum-water,  and  it  will  make  a 
green ;  and,  if  you  please,  take  orpiment  and  grind  it,  and  mix 
with  it  white  lead  and  indigo,  and  do  as  before,  and  it  will  be 
green. 

88.  For  the  same. — Take  viridem  presimum  alid  grind  it 
with  water  ;  let  it  dry,  then  temper  it  with  gum-water,  and  if 
you  wish  it  lighter,  put  in  a  little  more  orpiment,  and  it  will  be 
of  a  good  colour. 

89.  To  make  a  good  green  with  buckthorn. — Take  small  berries 
of  buckthorn®  when  quite  ripe,  put  them  into  a  glass  vase,  and 
crush  them  well  with  your  hands  ;  then  place  them  in  the  sun, 
and  let  them  remain  until  the  juice  rises  above  the  berries ; 
then  strain  the  refdse,  and  throw  it  away,  and  if  the  juice 
weighs  one  pound  put  into  it  the  weight  of  two  quattrini*  of  roche 
alum  in  powder.  Place  the  mixture  in  the  sun  in  a  well-closed 
glass  vase,  and  let  it  stand  three  or  four  days,  stirring  it  well 
three  or  four  times  every  day ;  and  if  it  should  happen  to  dry 
after  a  time,  distemper  it  with  clear  ley,  with  a  little  gum. 

90.  To  make  green. — Take  indigo  and  grind  it  with  plenty 
of  safiron,  and  with  a  little  white  lead  and  gum-water,  and  it 
will  become  green. 

91.  To  ma^e  green. — Take  the  juice  of  the  plant  "  morella,"^ 
and  incorporate  it  with  white  earth,  such  as  the  fellmongers  use, 
and  mix  a  little  gum-water  with  it,  and  it  will  become  green. 

I  The  true  Indigo. 

3  Spineervino.    The  Rhamtius  catharticus^  Sap  green. 

3  Qoattrini.  Small  copper  coin,  worth  about  the  fifth  part  of  a  crazia,  or 
the  60th  part  of  a  Florentine  lira ;  perhaps  so  called  because  a  quattrind 
was  of  the  value  of  four  denari  or  piccioli,  now  no  longer  in  use.     Alb.  Diz- 


^ 
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86.  Affare  verde  da  dipengiare  in  gesto. — ^TolU  once  5  de 
forte  aceto  bianco  poi  tdili  battitura  de  ramQ  vitriolo  romano 
aoa  et  un  podbto  dalumi  de  rocho  et  macina  onme  cosa  inaiemj 
et  lassalo  secare  et  quando  tu  voraj  operare  stexpperalo  cum 
aqua  gomata  et  sera  bono  verde. 

87.  Ad  mridemfacienduni.—lay^e&  aurum  piumentum  et 
iudicum  de  bagadon  et  tere  bene  cmn  aqua  et  cum  se  re^derit 
tere  cum  aqua  gumata  et  fiet  viridem  et  si  tibi  placet  acipe  de 
aoropiumeuto  et  tere  et  simul  misce  de  biacha  ^  de  indico  et 
&c  ut  supra  et  erit  viri^. 

88.  Ad  idem,— -ToUe  viridum  presimum  et  tere  cum  aqua  et 
dimite  sicari  et  delude  tempera  cum  aqua  gumata  et  si  vis 
Qiagis  clarum  impone  aliquantulum  auripiumenti  et  congrue 
colorabitur. 

89.  Affare  verde  bono  cum  epingerbino. — ^Recipe  granelli  de 
spinogerbino  quando  sonno  bene  mature  et  metili  in  uno  vaso 
de  vetrio  et  amalpali  bene  cum  le  mano  et  metili  al  sole  et 
lassali  stare  tanto  che  leve  suso  li  grappi  e  quelle  venacie  poi 
li  cok  et  ;premili  bene  et  gieta  via  quella  yenacia  et  graj^i  et 
se  lo  dicto  sugo  fusse  una  libra  metice  doi  quattrini  dalumi  de 
rocho  spolverizato  poi  lo  pone  al  sole  in  vaso  de  vetrio  bqn  serato 
et  lassalo  stare  3  o  4  di  et  omni  di  Jo  mistica  3  o  4  volte  molto 
bene  atcHno  et  per  spatio  de  tempo.se  secas^e  distemperalo  cum 
ranno  da  capo  chiaro  cum  uno  poco  di  gomma. 

90.  A  fare  verde. — ^Havve  indico  et  macinalo  cum  zaffarami 
asso  et  cum  lUpo  ppcho  de  biach^  et  uno  pocode  aqua  gomata 
etcumquellfk  aqua  gomata  madna  li  sopradicte  cose.etvira 
verde. 

91.  Affare  rer^fe,— =-Tolli  sugo  de  herba  moreUa,et  incorpora 
cum  terra  .bianca  la  quale  usa  li  piliciarj  et  mistace  uno  poco 
daqua  gomata  et  sera  verde. 


^  Solatro  Nero,  Cacabo,  Jt.  'Black  Nightshade,  Eng.  Solatrum  hor- 
tense,  vulgare,  officinarum,  uva  Yulpus,  lupina-atrychiios,  Lat.  Morelle, 
Morelle  deR  Jardins,  Fr.    Hierba  mora,  ^p. 
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92.  To  make  a  light  grem^  excellent  for  miniatures. — ^Take 
dark  blue  lilies,  pound  them  well,  and  extract  the  juice  from 
them ;  then  take  roche  alum  dissolved  in  water,  and  in  this 
alum- water  wet  some  pieces  of  white  linen  three  or  four  times, 
and  each  time  dry  them  in  the  shade ;  then  wet  the  pieces  of 
linen  in  the  juice  six  or  seven  times,  and  eax;h  time  let  them 
dry  well  in  the  shade ;  then  keep  them  closely  shut  up  in  a  box, 
in  order  that  the  air  may  not  have  access  to  them.  When  you 
wish  to  use  the  colour,  take  a  small  piece  of  that  linen  and 
put  it  into  a  shell,  and  soak  it  in  gum-water  just  sufficient  to 
cover  it.  Let  it  stand  so  for  a  night ;  then  press  it  well,  and 
stir  it  about  in  the  shell  in  order  to  extract  the  colour ;  and  if 
you  choose  to  make  it  more  brilliant,  put  it  to  soak  in  prepared 
white  of  egg,  and  use  it  for  miniature  and  for  drawing  leaves 
upon  paper. 

93.  \To  make  dark  green. — ^Take  berries  of  buckthorn,  not 
too  ripe ;  pound  them^  and  extract  the  juice  from  them,  and 
then  do  the  same  as  was  directed  in  the  other  recipe  for  making 
light  green. 

94.  To  make  green. — Take  myrrh  and  put  it  into  a  glazed 
vase,  and  fill  it  with  strong  white  vinegar  for  the  space  of 
several  days.  A  scum  will  rise  on  the  top  of  the  vinegar,  and 
«».  .cni  g~d  ^d  fine  «,dig™.  ' 

95.  To  make  good  green. — ^Take  honey  and  strong  vinegar  of 
each  as  much  as  you  like,  and  incorporate  them  very  well  to- 
gether ;  then  put  the  mixture  into  a  well-luted  copper  vase, 
place  the  jar  a  foot  deep  in  every  direction  in  warm  dung,  in  a 
place  where  the  sun  shines  strongly,  and  let  it  remain  so  for  a 
fortnight ;  then  take  it  out,  and  you  will  find  all  the  matter 
converted  into  fine  verdigris  of  a  perfect  kind. 

96.  To  make  blue  green. — ^Take  some  of  our  own  azure,  ^  and 
safiron  well  soaked  in  clear  water,  grind  it  on  a  marble  slab 
with  the  azure,  and  incwporate  them  well  together  until  the 
colour  becomes  a  fine  green;  let  it  dry  in  the  shadti,  and  dis- 


Probably  azzurro  de  Lombardia,  mentioned  in  No.  4. 
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93.  Affare  verde  ckiaro  per  miniare  optimo, — Recipe  li  gilglj 
azurrini  scuri  e  }H8tali  bene  et  tranni  lo  sago  poi  tolli  alumi  de 
rocho  disoluto  in  aqua  et  in  questa  aqua  alumata  ce  bangna  le 
peze  bianche  de  tovalglia  doi  o  3  Tolte  et  omne  volta  le  sciuga 
alombra  poi  bagna  la  dita  peza  in  lo  dicto  sugo  6  o  7  volte  et 
omne  yolta  la  pone  a  sciugare  alombra  molto  bene  et  poi  la 
conserva  in  bossola  bene  serata  acio  non  vengha  laiere.  Et 
quando  la  yorai  operare  tolli  nno  poco  de  quella  peza  et  metila 
a  moUo  in  aqua  gommata  in  una  coccia  tanto  che  stia  coperta 
da  la  dicta  aqua  et  lassa  stare  per  spatio  duna  nocte  et  poi  la 
preme  molto  bene  et  rimenala  in  la  coccia  acio  lo  colore  escha 
fora  et  se  te  place  per  farlo  plu  lustro  la  poi  porre  a  moUe  in 
cbiara  dovo  preparata  et  usalo  per  miniare  a  fare  fogliame  in 
carta. 

93.  Affare  verde  scuro. — ^Ahye  grani  de  spingerbino  che  non 
siano  troppo  maturi  et  pistali  et  cavane  lo  sugo  et  poi  fa  simil- 
mente  commo  e  disopra  dicto  in  laltra  ricetta  dalo  yerde 
chiaro. 

94.  Affare  verde. — TolU  mirra  e  metila  in  uno  vaso  yitriato 
et  impelo  yaso  de  aceto  forte  bianco  per  spatio  de  alcuni  di 
questo  aceto  fara  fiore  de  sopra  et  quello  fiore  e  bono  yerde 
ramo  e  fino. 

95.  Affare  verde  bono. — Ahyye  mele  e  aceto  forte  ana  el  tuo 
yolere  et  incorpora  multo  bene  insiemj  poi  lo  pone  in  uno  yaso 
de  ramo  bene  coperto  poi  lo  pone  socto  lo  litamj  bene  caldo  et 
stia  in  loco  doye  el  sole  ferisci  forte  et  fa  che  lo  yaso  stia  socto 
lo  litamj  uno  pei  per  omne  yerso  et  lassalo  cosi  stare  per  15  di 
poi  lo  caya  fora  et  troyarai  tucta  la  matheria  conyertita  in  yerde 
ramo  bello  in  grade  perffecto. 

96.  Affare  verde  azurro. — Summe  azurro  nostramo  e  zafia- 
ramj  bene  moUo  in  aqua  chiara  et  atritalo  sopra  lo  marmo  cum 
lo  azurro  et  incorpora  bene  insiemj  tanto  che  yegna  bello  yerde 
et  lassa  secare  alombra  et  distemperalo  cum  aqua  gommata. 
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temper  it  with  gum-water.  If  you  like,  you  may  put  instead 
of  the  Bafiron,  yellow  earth  dyed  with  the  juice  of  buck- 
thorn,^ and  it  will  become  green ;  or  the  juice  of  buckthorn  only. 

97.  To  make  a  green  water  for  painttng  en  cancas. — ^Take 
ripe  French  beans,  and  put  them  into  a  small  bag  of  strong 
canvas,  place  the  bag  in  a  press,  extract  tiie  juice,  and  set  it  to 
boil,  and  let  it  be  reduced  one-half.  Then  add  some  powdered 
roche*alum,  and  remove  it  trom  the  fire,  and  it  will  be  a  good 
and  fine  colour. 

98.  To  make  a  natural  blue  green. — ^Take  azure  of  whatever 
kind  you  like  in  fine  powder,  and  put  it  to  soak  in  soft  water  ; 
then  take  fine  verdigris,  grind  it  very  fine  with  soft  water,  and 
add  to  it  so  much  safiron  as  will  make  it  a  dark  green.  Then 
put  it  into  a  glass  comet  and  mix  it  well,  let  it  rest  so  as 
to  sink  perfectly  to  the  bottom,  and  the  water  will  remain 
above  the  verdigris  clear  and  of  a  green  colour,  and  this  green 
water  must  be  separated  cautiously  from  the  verdigris.  Next 
take  some  of  that  soaked  azure,  and  pour  off  as  much  of  the 
water  as  you  can  from  it.  Then  take  the  green  water,  and 
throw  it  upon  the  azure,  and  mix  them  well  together,  stirring 
them  with  your  fing^r^  and  you  will  have  a  perfect  blue-green, 
and  it  Will  maintain  its  colour ;  and  when  it  is  dry,  if  you  wish 
to  use  it,  pour  some  of  the  green  water  upon  it,  and  soften  the 
blue-green  with  your  finger,  and  if  it  is  weak,  distemper  it  with 
fine  gum,  and  it  will  be  a  most  perfect  blue-green. 

99.  To  make  good  green. — Take  the  pips  of  the  "  pero  citri* 
no"  which  are  ripe  at  the  time  of  ,  and  extract  the 
juice  from  them ;  then  take  an  equal  quantity  of  white  wine, 
and  boil  them  down  till  reduced  by  one-half;  then  take  roche 
alum  in  powder  at  discretion,  and  add  it  to  the  liquid  when  it 
boils ;  then  take  it  off  the  fire  and  set  it  to  cool,  and  when  it 
has  settled  and  cooled  strain  it,  and  keep  it  in  a  glass  vase^  and 
use  it  for  painting. 

100.  To  make  "  verde  alommo,'^ — Take  the  scum  of  woad,  and 

"  -  -  ... 

1  See  No.  105. 
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Et  86  te  piace  tu  poi  torre  in  looo  del  zaflbramj  quella  terra 
gialla  tenia  com  lo  sngo  de  spina  gerbino  et  vira  verde  o  vero 
cum  lo  sngo  de  spino  gerbino, 

97.  A  fare  aqua  verde  da  dipenffiare  in  panno. — Havve  fagi- 
oli  maturi  e  metili  in  uno  sachetto  de  canayaccio  bene  forte  et 
mitilo  a  strigere  fet  traiy  lo  licore  mitilo  a  bulire  et  lassalo  disi- 
mare  per  mita  poi  11  pone  imo  poco  di  polve  de  alumi  de  rocho 
e  toto  dal  foco  et  sera  bona  et  bella  tenta. 

98.  Affare  verde  azurro  naturali. — ^Tolli  azurro  de  qualun- 
que  sorte  vol  bene  subtili  et  metilo  amoUare  in  aqua  dolce  poi 
tolli  de  lo  verde  ramo  fino  et  macinalo  cum  aqua  dolce  ben  sub- 
tili poi  lo  metti  tanto  zaffiirami  che  diy^ita  yerde  scuro  poi  lo 
pone  in  uno  cometto  de  yetrio  et  mistalo  bene  poi  lo  lassa  re- 
posare  siche  yada  bene  al  fondo  la  quale  aqua  te  remara  diso- 
pra  alo  yerderamo  cbiara  oollorita  in  yerde  la  quale  aqua  yerde 
se  yole  separare  da  lo  dicto  yerderamo  cautamente  poi  tolli  el 
tuo  azurro  mollificato  et  sepera  yia  quella  aqua  quanto  piu  poi 
et  de  po  tolli  la  dita  aqua  yerde  e  gietala  sopra  a  lo  azurro  et 
incorpora  bene  luno  cum  laltro  remenandolo  bene  cum  lo  deto 
et  hayerai  yerde  azurro  perfecto  et  mantira  lo  colore  et  quando 
fosse  secco  e  tu  lo  yolesci  operare  gietali  de  la  sopraditta  aqua 
verde  et  molifiea  lo  yerde  azurro  cum  lo  deto  e  se  fiisse  debili 
distemperalo  cum  gentili  gomma  et  sera  perfetissimo  yerde 
azurro. 

99.  A  fare  verde  bono. — Tolli  li  acini  del  pero  citrino  maturi 
al  tempo  de  (sic)  e  trannj  lo  sugo  poi  tolli  altretanto 
vino  bianco  et  mistica  insiemj  &t  fa  bulire  per  mita  po  tolli 
alumj  de  rocho  in  polyere  el  ti^o  parer  e  gietalo  suso  quando 
bolle  e  misticalo  uno  pocp  poi  lo  leya  dal  foco  et  polio  afredare 
et  (xmmo  e  reposato  e  fredato  et  tu  lo  cola  et  serbalo  in  uno 
vaso  de  yetrio  et  usalo  a  dipengiare. 

100.  Affare  verde  allommo, — ^Tolli  la  fiorata  del  guato  e  seccala 
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dry  it  until  it  becomes  a  powder,  and  temper  it  with  gum  water 
and  a  little  roche  alum,  and  it  will  make  a  good  green. 

101.  To  make  green. — ^Take  verdigris,  and  grind  it  very  fine 
with  strong  vinegar,  and  put  it  on  a  new  brick  which  has  a  hol- 
low in  the  middle ;  let  it  stand  until  the  moisture  and  the  vine- 
gar are  removed,  that  is,  until  the  brick  h2s  soaked  up  the 
moisture.  Do  this  four  or  five  times,  and  each  time  soak  the 
verdigris  with  fresh  and  very  strong  vinegar ;  and  this  is  called 
purifying  the  verdigris.  This  purification  is  also  done  with  ley 
made  from  ashes  in  the  manner  before-mentioned.  Then  take 
the  purified  verdigris  and  mix  it  with  a  little  white  lead  or  a 
little  orpiment,  and  distemper  it  with  gum*water,  and  it  will 
become  a  fine  and  good  green.^ 

102.  To  make  green. — Put  the  ripe  seeds  of  the  buckthorn 
into  a  boiler  with  an  equal  quantity  by  weight  of  strong  white 
vinegar,  and  boil  it  down  to  one-half;  afterwards  strain  it 
through  a  piece  of  linen  cloth  into  a  glazed  vase,  and  when  you 
wish  to  use  it,  take  some  of  it,  and  use  it  as  you  please. 

103.  To  make  green. — Take  as  much  as  you  like  of  strong 
white  vinegar,  and  add  to  it  some  verdigris  reduced  to  a  fine 
powder,  a  little  powdered  roche  alum,  a  little  safiron,  a  small 
quantity  of  the  juice  of  rue,  and  a  little  powdered  gum  arable. 
Let  it  all  stand  in  the  vinegar  for  5  days,  then  mix  a  little  ceruse 
with  it,  and  it  will  become  of  a  fine  green  coloiu*. 

104.  To  make  a  light  green  for  miniature — -proved,  —  Take 
violets  in  the  month  of  March,  pound  them  well,  and  squeeze 
the  juice  into  a  glazed  saucer ;  put  in  a  little'  well  ground  roche 
alum,  and  mix  it  up ;  afterwards  take  some  pieces  of  very  white 
linen  cloth,  not  too  thick,  and  dip  them  into  the  saucer  three  or 
four  times,  and  the  oftener  the  better,  and  each  time  dry  them 
in  the  shade,  and  when  you  wish  to  use  the  colour  distemper  it 
with  gum  water. 

1  This  appears  to  be  purified,  or,  as  it  is  sometimes  called,  Distilled 
Verdigris,  the  Verd*  Eterno  of  the  Venetians. 
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in  polve  poi  la  stempera  cum  aqiia  gomata  e  cum  uno  jx)cho 
dalumj  de  rocho  et  sera  bono  yerde. 

101.  Affareverde. — AhavTeyerderamoetmacinalQ  cum  forte 
aceto  multo  subtili  toUi  el  ditto  verderamo  cum  lo  aoeto  macinato 
et  meclilo  in  uno  matone  novo  el  quale  babia  una  concaya  in  mezo 
et  laflsalo  stare  tanto  che  la  humidita  et  lo  aceto  sia  andata  yia  cioe 
che  lo  matone  babia  beyuto  quella  bumidita  et  cosi  continua  4  o  5 
Tolte  et  omne  yolta  reintride  el  dito  yerderamo  cum  noyo  aceto 
fortis^mo  et  questa  se  cbiama  la  purgatione  de  lo  yerderamo  et 
anco  se  fa  la  dita  depurgatione  cum  lo  ranno  &cto  de  cenere  re- 
cotta  il  modo  desopra  poi  tolli  de  lo  dicto  yerderamo  depurgato 
mistalo  cum  uno  poco  de  biaccba  o  yero  uno  poco  de  oropiumento 
et  distemperalo  cum  aqua  gummata  et  yira  bello  yerde  e  bono. 

102^  A  fare  verde. — Recipe  semina  spini  cenrini  matura  et 
micte  eas  in  caldario  et  tantuindem  aceti  forti  et  albi  dcilicet 
quantum  est  pondus  semina  predictorum  et  &c  deyenire  usque 
ad  medium  postea  cola  cum  pezia  pannj  lini  et  eum  pone  in 
yitriato  Vase  et  cum  yis  operare  tolle  de  ipso  et  utere  ad  bene* 
placitum  tuum. 

103.  Ad  viridem  faciendum. — Summe  aceti  albi  forti  quan- 
tum yis  et  in  eo  pone  yiridem  ramum  in  pulyerem  subtilis  re- 
ductam  et  aliquantulum  pulyis  aluminis  rocbi  et  modicum 
zafferami  et  modicum  succi  ruuite  et  aliquantulum  pulyis 
gumme  arabici  et  in  aceto  permite  stare  per  5  dies  et  deinde 
misce  cum  eo  aliquantulum  ceruse  et  effidtur  color  magis 
yiridis. 

104.  Affate  verde  chiaro  per  minio  provato. — Recipe  de 
mense  Martij  yiolarum  et  pista  bene  et  exthrae  succum  in  una 
scutella.yitriata  et]  impone  aliquantulum  aluminis  rooci  optime 
triti  et  misce  simul  postea  recipe  pezias  panni  lini  albissimi  et 
non  nimis  subtiles  et  infimde  eas  in  dicta  scutella  ter  yel  qua- 
tuor  et  tanto  plus  tanto  melius  et  pro  qualibet  yice  sicca  eas  ad 
humbram  et  cum  yis  eas  operare  stempera  aqua  gumata. 
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105.  To  make  a  splendid  ydlaw,  finer  than  (njdment  cr  Ger- 
man giallolino, — Take  berries  of  bnckthom,  when  tibey  are 
quite  ripe,  extract  the  juice  firom  them,  and  keep  it  in  a  glass 
jar  well  closed  for  a  fortni^t.  When  yon  wish  to  use  it,  take 
strong  ley,  clear  and  fine,  and  for  eadi  mezzetta^  of  ley  take 
an  ounce  of  roche  alum  in  powder,  and  make  it  boil  with  the 
ley  for  the  space  of  one  patemost^  in  a  glazed  yase ;  then  re- 
move it  from  the  fire  and  let  it  cool.  Next  take  for  every  tum- 
bler of  ley  with  alum  one-third  of  a  tumbler  of  the  juice,  and 
incorporate  it  well  with  the  ley  and  alum,  whidi  will  become  a 
sort  of  dark  green  water,  and  let  it  stand  thus  incorporated  for 
a  night  or  more.  Then  take  very  fine  white  earth  such  as  the 
fellmongers  use,  and  incorporate  it  gradually  with  the  green  ley, 
in  a  vase,  such  as  a  saucer,  with  yom*  finger,  and  add  to  it  so 
much  earth  that  it  may  be  of  the  consistence  of  dough ;  keep 
mixing  it  with  your  finger  as  long  as  you  can,  and  set  it  to  dry 
in  the  sun ;  and  if  you  please  you  can  soak  it  two  or  three  times 
in  the  green  ley,  in  order  that  it  may  become  more  beautiful 
and  of  a  brighter  colour.  Distemper  it  with  clear  ley,  and  an 
equal  quantity  of  prepared  white  of  egg,  and  with  powder  of 
gum  arable,  and  let  it  remain  together  for  two  nights.  And 
if  you  wish  to  use  the  yellow  before  it  dries,  that  is,  when 
you  have  just  made  it,  take  some  of  the  green  ley  and  mix  it 
with  a  very  little  white  earth,  and  paint  with  it  whatever  you 
like,  and  it  will  remain  a  most  beautiful  yellow.  And  know 
that  the  juice  is  good  all  the  year,  but  is  nevertheless .  better 
stale  than  fresh.    If  it  becomes  hard,  mix  a  little  ley  with  it. 

106.  To  make  a  good  and  natural  greenr-^^omd. — Take  ver- 
digris and  grind  it  very  fine  with  water ;  then  dry  it.  Next 
take  some  of  the  before  mentioned  yellow  and  mix  with  llie 
verdigris,  that  is  to  say,  three  parts  verdigris,  and  one  of 
yellow,  and  it  will  become  a  noble  and  durable  green,  and  you 
may  mix  more  or  l^s  yellow,  as  you  please,  because  the  more 
yellow  you  put,  the  lighter  it  becomes. 

1  A  glazed  earthen  vessel  used  to  measure  wine ;  it  holds  the  fourth  part 
of  a  Florentine  Fiasco.    Alb.  Diz. 
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105.  Afore  gidOo  bdiiimmo  piu  eke  cwpiumento  o  giaUolino 
dehtmagna. — ^Tolli  granelE  de  spingerbiiio  quando  sonno  ben 
mature  et  trannj  lo  migo  et  serbalo  in  una  ampoUade  vetrioben 
turata  et  lassa  cusi  stare  per  15  di  et  quando  tu  lo  vorai  operare 
tolli  ranno  da  capo  forte  chiaro  et  bello  et  per  omne  mezo  de 
ranno  toUi  una  oncia  dalumi  de  rocho  in  polvere  et  fallo  bollire 
insiemj  cum  lo  ranno  per  uno  patemostro  in  uno  yaso  vitriato 
poi  tolo  dal  £xx)  et  lassa  refiredare  poi  tolli  per  omne  bichiero 
de  ranno  alnmato  il  terzo  duno  Inchiero  de  lo  dicto  sugo  et  in- 
corpora  bene  insiemi  cum  lo  dicto  ranno  alumato  che  diventara 
ad  modo  duna  aqua  verde  scura  et  lassa  stare  cosi  incorporato 
una  nocte  o  piu  poi  tolli  terra  biancha  ben  subtili  la  quale  opera 
li  piliciarj  et  incorpora  cum  lo  dicto  ranno  verde  a  poco  a  poco 
in  uno  yaso  commo  e  una  scutella  cum  lo  deto  et  tanta  terra  vi 
meti  che  vemgna  duretta  ad  modo  de  pasta  et  sempre  mistica 
cum  lo  deto  quanto  poi  et  poUo  a  secare  al  sole  et  se  te  paresse 
tu  poi  darli  doi  o  tre  bangni  cum  lo  dicto  ranno  yerde  ado  che 
yengha  piu  bello  et  cum  piu  yiyo  coUore  et  distemperalo  cum 
ranno  chiaro  et  altratanta  chiara  preparata  et  cum  polyere  de 
gomarabica  et  lassa  stare  insiemj  doi  note  et  cum  quello  lo  dis* 
tempera.  Et  se  tu  lo  yorai  operare  el  dicto  giallo  nante  che  se 
secche  cioe  quando  tu  lo  fai  che  e  firesco  tolli  de  lo  ditto  ranno 
yerde  et  mistayi  poco  poco  terra  biancha  et  dallo  doye  te  piace 
et  rimara  giallo  belitissimo.  £t  sappi  che  lo  dito  sugo  e  bono 
tutto  lanno  e  de  migliore  stantio  che  frescho  e  se  se  indurasse 
mistali  uno  poco  de  ranno  acio  diyenti  morbido. 

106.  A  fare  uno  hello  et  naturali  verde  prowxto, — ^Tolli  yer- 
deramo  et  macinalo  ben  subtili  cum  aqua -poi  lo  secca  poi  tolli 
de  lo  sopradito  giallo  et  mistica  cum  lo  dito  yerderamo  cioe  le 
tre  parte  de  yerderamo  et  ima  de  giallo  et  yira  nobili  yerde  du- 
rabili  et  poi  mistare  piu  e  meno  giallo  commo  te  pare  perche 
commo  piu  giallo  yi  meti  piu  chiaro  yene. 
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107.  To  make  a  very  dark  green— proved, — Take  indigo  and 
grind  it  very  fine ;  then  incorporate  it  with  a  little  of  the  before 
mentioned  yellow,  and  it  is  done.  Distemper  it  with  white  of 
egg  or  gum  water. 

108.  To  prepare  blue^eens^  or  blues  token  they  are  impure. — 
Take  the  blue-green  or  blue,  and  put  it  into  a  pece  of  linen 
cloth  and  squeeze  it,  and  wash  it  in  a  saucer  of  fresh  and  clear 
water,  and  when  you  have  washed  it  well,  the  colour  will  sink 
to  the  bottom.  When  it  is  well  settled  throw  away  the  water 
at  the  top,  and  then  add  a  little  clean  white  honey  and  mix  it 
until  it  froths ;  then  grind  it  well  on  porphyry,  put  it  into  a 
glazed  vase,  and  wash  it  with  tepid  water  until  the  water  comes 
off  clear.  Then  wash  it  with  clear  ley,  and  afterwards  with 
clear  water  two  or  three  times,  and  let  it  settle  well ;  pour  off 
the  water  cautiously,  and  then  distemper  it  with  prepared 
white  of  egg,  or  with  size  made  from  clippings  of  leather,  and 
it  will  do  well. 

B  109.  To  make  a  green  tincture  for  writing. — Take  2  lbs. 
of  calcined  verdigris,  reduce  it  to  fine  powder,  and  distil  it  in 
an  alembic,  and  keep  the  water  that  comes  oyer  and  it  is  good 
for  writing  and  dyeing  thread,  &c. 
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107.  Affare  una  verde  seurissimo  probata. — ^Ahv?i  indico  et 
macinalo  bene  sotili  poi  ineorporalo  cum  uno  poco  de  lo  sopra- 
ditto  giallo  ed  e  facto  et  distemperalo  cum  chiaro  o  aqua  gom- 
mata. 

108.  Acanciare  verde  azurri  o  azurri  quando  fusaaro  grosci, 
— ^Havve  lo  verde  azurro  o  azurro  et  metilo  in  ima  peza  de 
panno  de  lino  stretto  e  lavalo  in  una  scutella  daqua  frescba  et 
chiara  et  commo  lai  bene  larato  lo  colore  andara  al  fondo  et 
quando  sera  bene  reposato  gieta  via  laqua  de  sopra  poi  li  mecte 
uno  poco  de  mele  bianco  et  netto  et  mistica  bene  per  infino 
atanto  cbe  fara  ima  schiuma  poi  lo  macina  in  porfido  molto 
bene  poi  lo  pone  in  uno  yaso  vitriato  et  lavalo  cum  aqua  tepida 
tanto  che  laqua  nescha  chiara  poi  lo  lava  cum  liscia  tepida  poi 
cum  laqua  frescba  doi  o  3  volte  poi  lassalo  bene  repossare  se- 
para  via  quella  aqua  cautamente  poi  lo  distempera  cum  chiara 
dova  preparata  o  cum  colla  de  branche  de  ritalglie  de  coram! 
et  stara  bene. 

B  109.  A  fare  tentura  verde  da  scrivare. — Recipe  lb.  doi  de 
verderamo  abrusciato  et  £Euine  polvere  subtili  et  polla  a  distil- 
lare  a  lambico  et  serva  laqua  e  de  bona  da  scrivare  et  da  teg- 
nare  filo  etc. 
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HERE  BEGINS  THE  HEADING  OF  THE  FIFTH 

CHAPTEE 

ON  THE  MAKING  OF  LAKES,  PURPLEB,  AND  VERZINO  IN 
VAEIOUS  MANNERS,  AND  FIRSTLY, 

110.  To  make  good  and  fine  lake. — ^Take  1  lb.  of  clippings  of 
Rosato,^  and  put  them  into  very  strong  ley  made  of  ashes,  such 
as  the  dyers  use,  in  a  new  glazed  jar,  and  set  it  on  the  fire  to 
boil,  and  boil  it  slowly  for  the  space  of  two  paternosters^  then 
pass  the  ley  and  the  shavings  through  a  clean  linen  strainer, 
and  press  it  strongly  with  the  hand  so  that  all  the  ley  may  pass 
out ;  then  put  back  the  ley  to  boil  again  without  the  clippings, 
and  when  it  is  boiled,  throw  it  on  the  shavings  which  are  in  the 
strainer,  and  press  the  strainer  hard  with  the  hand  so  that  all  the 
ley  may  run  out,  and  put  it  by.     Throw  away'the  shavings  and 
wash  the  strainer  well,  so  that  there  may  not  remain  in  it  any 
hairs  of  the  shavings.     Next  take  5  oz.  of  roche  alum  in  fine 
powder,  and  put  it  a  little  at  a  time  into  the  ley,  until  the  ley 
begins  to  settle,  which  you  may  know  by  its  turning  almost  en- 
tirely to  a  thick  scum,  from  top  to  bottom,  and  you  must  keep 
on  mixing  the  ley  with  a  clean  spoon  until  it  becomes  cool  and 
settles ;  then  put  the  ley  into  the  clean  strainer  and  strain  it  all 
o£P,  and  the  lake  will  remain  on  the  strainer.     Let  it  remain  on 
the  strainer  until  quite  dry,  and  then  put  it  into  a  small  basin 
of  glazed  earth  full  of  clear  and  cold  water,  and  stir  it  and 
rub  it  up  well  with  the  hand  until  it  diffuses  itself;  all  the 
scum  which  rises  to  the  top  at  first  must  be  thrown  away  with 
a  feather ;  then  wash  the  strainer  well  and  pour  into  it  the 
water  in  which  you  have  put  the  lake,  and  the  clear  water  will 
pass  out  along  with  the  alum,  and  this  is  called  purifying  it 

I  Itosato  is  a  kind  of  woollen  stuff  dyed  with  <'  grana,"  that  is  Kermes. 
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INCIPIT  DISTINTIO  QUINTI  CAPITULI 

DE  LACCIS  ET  PAVONATHS  FIENDIS  IN  DIVERSIS  MODIS  ET 

VERZINIS,      ET  PRIMO,  VIZ. 

110.  Affare  laccka  bona  et  bella. — TolU  lb  j  de  dmatura  de 
grana  de  rosato  e  mectila  in  raimo  fortissimo  facto  de  cenere 
la  quale  usa  li  tentori  in  una  pignatta  vitriata  nova  et  poUa  al 
foco  a  l^ullire  et  boUa  pianamente  per  spatio  de  doi  pater 
nostri  poi  mecti  el  ranno  et  la  cimatura  per  uno  collatoro 
netto  de  panno  de  lino  et  premilo  forte  cum  mano  siche 
tutto  el  ranno  escha  fora  et  poi  repone  el  dicto  ranno  a 
bullire  de  novo  senza  ala  cimatura  et  bolito  el  gieta  sopra  ala 
cimatura  che  e  in  lo  collatoro  et  preme  forte  el  colatoro  cum 
mano  siche  tutto  el  ranno  escha  fora  bene  et  ripoUo  da  parte  et 
la  cimatura  gietta  via  et  lava  molto  bene  il  colatoro  siche  non 
vi  rimanga  veruno  pelo  de  la  ditta  cimatura  poi  toUi  once  cinque 
dalumi  de  rocho  spolverizato  subtili  et  metilo  a  poco  a  pocoper 
volta  in  el  dito  ranno  per  infino  che  el  ranno  se  strenge  che  lo 
conoscirai  quando  el  dito  raimo  tutto  quasi  se  converti  in  una 
schiuma  grassa  in  fino  al  fondo  et  mai  se  vole  finare  de  mistare 
el  didto  ranno  cum  uno  cochiaro  netto  per  infino  che  se  fredda 
bene  e  che  se  strenga  poi  meti  el  ditto  ranno  stretto  in  lo  dito 
collatoro  lavato  et  cola  tucto  lo  ranno  et  la  lacha  remara  de 
dentro  et  lassala  tanto  stare  in  lo  ditto  collatoro  che  ella  se 
seche  bene  poi  la  pone  in  una  catinella  de  terra  vitriata  piena 
daqua  firedda  et  chiara  et  rimenala  et  sfregala  bene  cum  le 
mano  tanto  che  se  diffaccia  et  tutta  quella  schiuma  che  vene  a 
summo  da  .principio  se  vole  giettare  via  cum  una  penna  et  lava 
bene  lo  colatoro  et  ripoae  suso  qiiesta  aqua  ove  hai  stemperato 
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from  the  alum.  And  when  the  lake  is  nearly  dry,  remove  it 
from  the  strainer,  and  spread  it  out  with  a  broad  knife  on  a 
new  tile,  let  it  dry  in  the  shade,  and  before  it  has  done  drying, 
cut  it  into  pieces  according  to  your  fiuicy,  and  let  it  dry,  and 
it  is  done.  And  know  that  the  more  it  is  purified  from  the 
alum,  the  more  beautiful  and  lively*  and  the  better  it  is.  And 
observe  this  secret,  that  if  you  wish  the  lake  to  have  a  brighter 
colour  and  one  which  will  never  change,  when  the  shavings  are 
boiling,  add  a  lump  of  assafetida^  as  large  as  a  chesnut 

111.  To  make  lake  in  another  manner. — ^Take  baked  ashes, 
such  as  the  dyers  use,  and  make  a  caustic  ley,  and  keep  it 
clean  and  clear ;  then  put  the  ley  to  boil  in  a  glazed  jar,  and 
when  it  boils,  put  a  lump  of  quicklime,  not  slaked,  into  it,  and 
strain  it  through  a  close  cloth.  Then  take  2  ^^  petitti''  of  this  ley 
clean  and  fine,  and  put  it  into  a  new  glazed  pipkin  and  add  to 
it  half  a  pound  of  shavings  of  cloth,  mixing  it  well ;  then  put 
the  ley  over  a  clear  fire,  and  make  it  boil  until  reduced  to  one- 
third.  When  it  is  so  reduced,  add  to  it  3  oz.  of  roche  alum, 
and  make  it  boil  until  it  is  reduced  one-third ;  then  strain  it 
through  a  straining  cloth  into  a  glazed  vase,  and  put  the  lake 
on  a  new  brick  that  has  a  hollow  in  the  middle,  a  little  at  a 
time  if  the  brick  will  not  hold  it  all  at  once,  and  let  it  remain 
for  the  space  of  5  hours ;  then  take  it  out  and  do  this  as  long 
as  any  lake  remains.  Then  put  it  into  a  basin  to  finish  drying 
in  the  heat  of  the  sun,  and  when  it  is  nearly  dry,  spread  it  on 
a  very  smooth  table,  and  when  quite  dry,  cut  it  into  pieces  ac- 
cording to  your  pleasure. 


*  The  virtue  of  this  gum  resin  probably  lay  in  the  bitter  or  extractive 
principle,  for  it  is  known  that  lakes  are  more  durable  if  the  water  used  in 
making  them  be  plreviously  boiled  with  some  astringent  bark,  such  as  the 
bark  of  the  beech,  or  the  small  branches  of  the  poplar.  (See  Traitd  de  la 
Peinture  au  Pastel,  du  secret  d'en  composer  les  couleurs,  avec  indications 
d*un  grand  nombre  de  nouvelles  substances  propres  k  la  Peinture  k  Thirile, 
et  le  moyen  de  pr^yenir  Talt^tion  des  couleurs.  Par  M.  P.  R.  de  C.  C. 
k  P.  de  L.  Paris,  1788.)  The  permanence  of  the  colour  of  the  Kennes  is 
thought  to  be  owing  to  the  astringent  matter  it  contains. 
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la  lacha  et  laqua  chlara  uscira  fuori  insiemi  cum  lo  alumi  et 
questa  se  chiama  la  purgatione  de  lo  alumj  et  quando  la  dicta 
lacha  sera  quasi  sciuta  et  tu  latra  del  dicto  colatoro  et  cum 
uno  coUtello  largo  la  spiana  in  una  tegola  nova  et  lassalo  sec- 
care  alombra  et  nante  che  se  fornischa  de  secare  fanni  li  pezi  a 
tuo  modo  et  lassa  secare  e  de  facta.     Et  sappi  che  quando  se 
fa  quella  purgationi  de  lo  allumj  tanto  e  piu  bella  piu  viva  et 
melglio.   Et  nota  questo  secreto  che  se  tu  voli  che  la  lacha  liab- 
bia  piu  vivo  coUore  et  mai  non  perda  quando  la  dicta  cimatura 
boUe  metice  tanta  assa  fetida  quanto  una  castagna  et  stara  bene. 
111.  Affare  lacha  per  altro  modo. — Recipe  cenere  ricolta  et 
fa  capitello  et  fanne  ranno  la  quale  cenere  usa  li  tentore  et 
serbalo  necto  et  chiaro  et  poi  pone  a  bullire  el  dicto  ranno  in 
una  pignatta  vitriata  et  quando  el  ditto  ranno  boUe  metice  una 
zuppa  de  calcina  viva  che  non  sia  disolta  poi  la  cola  cum  uno 
panno  stretto  et  colgli  lo  ranno  netto  et  bello  poi  toUi  doi  pe- 
titti  de  de  questo  ranno  et  metilo  in  una  pignatta  nova  vitriata 
et  metice  meza  libra  de  cimatura  de  grana  mistando  molto 
bene  poi  la  pone  al  fuoco  chiaro  et  falla  boUire  tanto  che  le  tre 
parte  revengna  luna  et  quando  e  rentrata  per  terzo  et  tu  ce 
pone  tre  once  dalumi  de  rocho  poi  lo  fa  bullire  tanto  che  a 
rentre  per  terzo  poi  la  cola  per  uno  telo  de  staccia  in  uno  vaso 
vitriato  poi  la  pone  in  uno  matone  novo  el  quale  habia  uno 
concavo  in  lo  mezo  et  metice  la  dicta  lacca  a  poco.apoco  se 
non  ce  po  capire  tucta  e  lassala  stare  per  spatio  de  5  bore  et 
poi  la  cava  et  cosi  farai  per  infino  che  tu  nai  poi  la  pone  in  una 
lavella  a  fomire  de  secare  al  sole  bene  caldo  et  quando  e  per 
secarse  stendila  in  suso  una  tavola  bene  polita  et  quando  e  bene 
secca  farnij  li  pezi  al  tuo  piacere. 

That  Assafoetida  was  used  occasionally  by  painters,  is  proved  by  a  Docu- 
ment, dated  1347,  which  was  discovered  by  Professor  Ciampi,  in  the  Ar- 
chives of  S.  Jacopo  di  Pistoia.  Professor  Branchi,  of  Pisa,  to  whom  the 
document  was  submitted,  together  with  fragments  of  paintings  from  S,  Ja* 
copo,  which  he  analyzed,  could  form  no  opinion  as  to  its  probable  use,  which 
appears  to  be  explidned  by  the  text.  See  '*  Lettera  dal  Prof.  Branchi  al 
Sig.  Seb^jp  Ciampi  sopra  gl'  ingredient!  di  varj  musaici  e  di  varie  antiche 
pitture." 

VOL.  II.  I 
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112.  To  make  lake  in  another  way. — Take  quicklime,  and 
put  it  into  a  vase  to  boil,  with  sufficient  water  to  cover  the  lime 
two  fingers  deep,  and  mix  it  well  with  a  stick.  Let  it  boil  for 
the  space  of  3  Ave  Marias ;  then  suffer  it  to  cool  for  a  night, 
and  afterwards  filter  the  liquor  which  stood  on  the  lime.  Put 
the  verzino  scraped  fine  into  this  water,  by  which  it  should  be 
covered ;  then  take  fine  flour,  or  starch  in  powder,  and  put  it 
into  the  water  with  the  verzino,  and  mix  it  well  together.  Let 
it  remain  so  for  a  night,  then  separate  the  water  carefully,  and 
make  the  starch  or  flour  into  a  ball  as  if  it  was  dough,  and  put 
it  to  dry  in  the  oven  after  the  bread  is  taken  out,  or  even  later, 
in  order  that  it  may  not  bum,  and  let  it  dry  well.  Then  knead 
it  again  with  the  water  of  the  verzino,  and  let, it  rest.  Throw 
away  the  water,  and  make  the  paste  into  little  balls  like  hazel- 
nuts, and  put  them  to  dry  in  the  shade  where  no  dust  or  other 
dirt  can  get  to  them,  and  the  lake  will  be  made.  And  if  you 
wish  the  lake  to  have  a  bright  and  perfect  colour,  take  shavings 
of  rosato  and  put  them  to  boil  in  the  lime-water,  and  let  them 
boil  until  reduced  one-half;  then  strain  the  liquor  and  put  the 
verzino  to  soak  in  the  water,  and  follow  the  recipe  as  before. 

113.  To  niake  verzino  good  for  painting  flowers  on  mima" 
tures. — ^Take  a  piece  of  lime,  reduce  it  to  powder,  and  put  it 
into  white  of  egg,  and  stir  it  well  with  a  stick,  in  the  same 
manner  as  the  white  of  egg  is  prepared  for  vermilion ;  let  it 
settle,  and  then  separate  the  scum  and  filter  off  the  white  of 
egg.  Then  take  verzino  scraped  fine  with  glass  or  with  a  rasp, 
and  put  it  into  the  filtered  white  of  egg,  and  let  it  soak  for  two 
days,  and  there  must  be  enough  white  of  egg  to  cover  the  ver- 
zino and  it  is  done. 

114.  JFor  the  same^  another''  way. — Take  quicklime  and  put 
it  to  soak  in  a  vase  with  sufficient  water  to  cover  the  lime  three 
fingers  deep,  stir  it  well  with  a  stick  imtil  you  see  that  it  is 
well  slaked ;  then  let  it  settle  for  two  days,  and  take  the  clear 
water  and  some  scrapings  of  verzino,  and  put  the  verzino  to 
soak  in  the  water  for  the  space  of  three  days.    Then  put  the 
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112.  Affare  laechaper  altra  via. — ^ToDi  calcina  viva  et  me- 
tila  in  iino  vaso  a  bullire  cum  tanta  aqua  che  sopra  avantia  a 
la  calcina  doi  deta  et  mistila  bene  cum  uno  bastone  et  boUa 
per  spatio  de  3  ave  marie  poi  lassa  fredare  per  una  notta  poi 
destiUa  per  filtro  la  ditta  aqua  che  e  sopra  a  la  calcina  et  in 
questa  aqua  pone  el  verzino  raso  subtilmente  et  fa  che  lo  ver- 
zino  stia  coperto  da  la  dicta  aqua  poi  tolli  fiore  de  farina  o  vero 
amido  in  polvere  et  metilo  in  la  ditta  aqua  dove  e  el  verzino 
e  mistica  molto  bene  insiemj  e. lassa  cusi  stare  per  una  nocte 
poi  sepera  la  dicta  aqua  cautamente  ed  e  quello  amido  o  vero 
fiore  de  feirina  ne  &  una  pallocta  commo  se  fusse  pasta  et  polla 
a  secare  in  lo  fomo  quando  e  tratto  el  pane  o  piu  tardo  che  non 
se  abruscia  et  lassala  bene  secare  poi  la  reintride  cum  la  sopra- 
dicta  aqua  del  verzino  poi  la  lassa  reposare  e  gietta  via  quella 
aqua  e  de  la  pasta  ne  fa  pallottecti  ad  modo  de  avellane  et 
polla  a  sciugare  alombra  dove  non  vi  vada  polvere  ne  altra 
brutura  e  de  fiicta.  Et  se  tu  volesci  fare  che  la  dicta  laccha 
habbia  vivo  et  perfecto  coUore  tolli  cimatura  de  rosato  et  polla 
a  bollire  in  la  sopra  dicta  aqua  de  calcina  et  tanto  holla  che 
arentre  per  mita  poi  la  cola  et  in  la  dicta  aqua  pone  a  moUe  el 
verzino  et  seguita  la  recieta  al  modo  de  sopra. 

113.  Affare  verzino  da  jwirire  minij  bono. — Recipe  calcina 
impetra  et  fanne  polve  et  metUa  in  chiara  dova  et  rimenela 
bene  cum  uno  bastone  commo  se  concia  lachiara  per  lo  cinabrio 
et  lassa  possare  poi  sepera  via  la  sciuma  et  distilla  quella 
chiara  per  filtro  poi  tolli  del  verzino  raso  subtiU  cum  vetrio 
overo  cum  la  raspa  et  metilo  de  dentro  in  la  dicta  chiara  stil- 
lata  et  lassalo  stare  a  moUi  doi  di  e  vole  esser  tanto  chiara  che 
lo  verzino  stia  coperto  e  de  fatta 

114.  Adidemaiio  modo. — ^Ahwe  calcina  viva  et  metila  a 
mdlle  in  uno  vaso  cum  tanta  aqua  che  sopra  avanza  ala  calcina 
3  dete  et  rimenela  cum  uno  bastone  molto  bene  per  infino  a 
tanto  che  tu  veghi  che  la  calcina  sia  bene  disciolta  poi  la  lassa 
posare  per  doi  di  e  colglie  laqua  chiara  e  bella  poi  tolli  de  lo 
verzino  raso  et  polio  a  molle  in  la  dicta  aqua  per  spatio  de  3  di, 

I  2 
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whole  on  the  fire  and  boil  it  down  to  one-half  or  less ;  then  add 
some  pounded  alum  and  a  little  gum  arabic,  take  it  off  the  fire, 
and  let  it  settle ;  when  cool  strain  it  through  a  piece  of  linen 
cloth  and  it  will  be  fine  verzino. 

115.  To  make  verzino^  another  way. — Take  verzino,  scrape 
it  fine,  and  put  it  into  a  glazed  vase  to  soak  with  a  sufficient 
quantity  of  cold  and  purified  urine  to  cover  the  verzino ;  then 
add  2  parts  of  alum  zucharino,  one  of  white-lead,  and  a  little 
pounded  gum.  Let  the  whole  stand  to  soak  for  two  days,  then 
strain  it  through  a  linen  cloth,  and  put  it  to  dry ;  afterwards 
distemper  it  with  gum  water,  and  it  will  be  good  verzino. 

116.  To  make  verzino  and  to  preserve  it  in  powder. — ^Take 
verzino,  scrape  it  fine,  put  it  into  a  cup,  and  pour  upon  it  a 
quantity  of  prepared  white  of  egg  sufficient  to  cover  the  ver- 
zino, add  a  little  roche  alum  so  as  not  to  make  it  froth ;  then 
add  a  drop  or  two  of  honey,  and  let  it  stand  fi)r  one  natural 
day.  On  the  second  day,  add  a  little  whipped  white  of  egg, 
and  scrape  into  it  some  of  the  before  mentioned  alum,  as  you 
did  before,  so  that  it  may  not  froth,  and  do  this  for  three  or 
four  days ;  afterwards  strain  it  through  a  clean  piece  of  linen, 
put  it  into  a  shell  and  let  it  dry  in  the  sun ;  then  scrape  it  out 
of  the  shell  and  preserve  the  powder.  When  you  wish  to  use 
it,  put  the  powder  into  a  shell  with  some  ley  in  it,  to  soften, 
and  do  as  you  please  with  it. 

117.  To  make  pavondzzo  with  the  juice  of  herbs. — ^Take  thick 
pieces  of  linen  cloth,  not  new  and  white,  but  such  as  pieces 
of  old  towelling  and  sheeting;  then  take  roche  alum  and 
dissolve  it  in  boiling  water  and  then  let  it  cool.  Soak  the  rags 
in  this  water,  wet  them  well,  and  dry  them  in  the  shade ;  then 
take  the  juice  of  a  plant  which  is  called  "  gilosia,"  *  and  wet  the 
lihen  rags  many  times  in  this  juice,  and  between  each  time  let 
them  dry  well  in  the  shade.  Keep  them  in  a  place  open  to  the 
air,  such  as  a  saucer ;  and  when  you  wish  to  use  the  colour  take  a 
little  of  that  linen,  and  put  it  to  soak  in  a  shell  with  gum  water, 


1  Erba  Gilosia.    The  Amaranthus  Tricolor. 
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poi  lo  pone  al  foco  a  bollire  per  la  mita  o  mancho  poi  li  pone 
uno  poco  di  alumi  pisto  et  uno  poco  de  commarabico  et  tolo 
dal  foco  e  lafsa  possare  poi  lo  cola  quando  sera  freddo  cum 
tma  peza  de  panno  de  lino  et  sera  bello  verzino. 

115.  Affare  verzino  per  altra  via. — Hawe  verzino  et  radilo 
snbtilmente  et  metilo  in  uno  vaso  vitriato  a  moUo  cum  tanta 
orina  fredda  et  porificata  da  le  fecce  che  copra  el  verzino  poi 
ce  poni  alumj  zucharino  parte  2  et  per  terza  parte  biacha  et 
uno  poco  de  gomma  pista  et  lassa  stare  a  mollo  doi  di  poscia 
lo  cola  ciim  una  pezza  et  polio  a  secare  poi  lo  distempera  cum 
aqua  gommata  et  sera  &tto  bello  verzino. 

116.  A  fare  et  conservare  lo  verzino  inpolvere. — Summe  ver- 
zinum  et  subtile  rade  et  pone  in  parasdde  et  desuper  infundi 
claram  ovi  preparatam  ita  quod  coperiatur  verzinum  et  impone 
desuper  aliquantulum  de  lumine  rochi  ita  quod  non  facia  spu- 
mam  et  deinde  mite  unam  aut  binam  guctam  mellis  et  permite 
stare  per  unum  diem  naturalem.  In  secunda  vero  die  addas 
aliquantulum  de  clara  ovi  rupta  et  abrade  super  de  predicto 
alumine  ut  prius  fecisti  ita  quod  non  fatia  spumam  et  sic  faties 
per  tres  vel  quatuor  dies — ^postea  cola  cum  pettia  munda  panni 
lini  et  micte  in  coculea  et  dimitte  siccari  ad  solem  postea 
abrade  de  coculea  et  serva  pulverem  et  cum  vis  operari  mitte 
de  dicta  pulvere  in  coculea  cum  lexivio  ad  molMcandum  et 
fee  velle  tuum. 

117.  A  fare  pavonazzo  cum  sugo  dehrbe  (sic). — Accipe  peze 
de  panno  de  lino  grosse  et  non  siano  nove  bianche  commo  e  peze 
de  tovalglie  et  peze  de  coltrice  use  poi  toUi  alumj  de  rocho  et 
disfallo  in  laqua  bolita  poi  lassa  firedare  et  in  quella  aqua  aluma 
le  peze  et  bagnale  molto  bene  poi  le  sciuga  alombra  poi  toUi 
lo  sugo  duna  herba  che  se  cbiama  gilosia  et  in  quelle  sugo 
bagna  le  peze  piu  e  piu  volte  et  da  una  volta  et  laltra  lassale 
sciugare  alombra  bene  et  conservale  in  loco  che  le  dia  hayere 
commo  e  una  una  scatella  et  quando  la  vorai  operare  tolli  uno 
poco  de  quella  peza  et  metila  a  mollo  in  una  coccia  cum  aqua 
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and  let  it  stand  for  the  space  of  an  hour ;  then  press  it  out  and 
paint  with  it. 

118.  To  make  the  colour  brasilium. — ^Take  verzino  or  brasi- 
Hum,  scrape  it  and  put  it  into  sufficient  gum  water  to  cover 
the  yerzinO)  in  a  glazed  vase  for  a  day  and  a  night,  and  then 
boil  it  until  the  third  part  is  consumed ;  then  add  some  roche 
alum  to  it  and  boil  it  a  little,  and  then  pour  into  it  one-third 
part  of  strong  wliite  vinegar,  and  let  it  boil  a  short  time,  after- 
wards strain  it  and  keep  it  excluded  from  the  air. 

119.  To  make  verzino  another  toay. — Take  scraped  verzino, 
steep  it  in  prepared  white  of  egg  for  two  days ;  afterwards  strain 
it  through  a  piece  of  white  linen  drop  by  drop  on  a  new  brick, 
and  let  the  verzino  remain  until  dry ;  then  take  it  off  careftilly 
with  a  knife,  and  put  it  away,  and  when  you  wish  to  use  it, 
soften  it  with  water,  and  write  whatever  you  like. 

120.  To  make  a  colour  like  grana  with  verzino. — ^Take  ver- 
zino scraped  fine,  and  soak  it  in  ley  as  strong  as  you  think  pro- 
per for  the  space  of  3  days ;  then  let  it  boil  over  a  slow  fire  in  a 
glazed  vessel  until  the  fourth  part  of  it  is  consumed ;  then  add 
to  it  immediately  a  little  alum  zucarino,  and  a  little  roche 
alum  in  powder,  and  mix  it  well  with  a  stick ;  then  let  it  cool, 
pass  it  through  a  filter,  wrap  it  up  closely,  and  put  it  away,  and 
you  will  have  a  good  colour  like  grana. 

121.  To  make  verzino  over  the  fire. — Take  half  an  ounce  of 
verzino  scraped  fine,  and  a  sufficient  quantity  of  white  wine  to 
cover  the  verzino ;  then  put  these  ingredients  into  a  new  glazed 
pipkin,  and  let  them  soak  for  the  space  of  one  natural  day. 
Then  add  to  them  one-eighth  part  of  roche  alum,  and  the  same 
quantity  of  gum  arabic  in  powder,  and  let  the  whole  stand  an- 
other day.  Boil  until  the  liquor  is  reduced  one-half,  let  it  cool, 
then  strain  it  through  a  piece  of  linen,  and  keep  it  in  a  well 
closed  glass  bottle,  and  it  will  be  good. 

122.  To  make  good  verzino^  proved  excelleni.-^Take  verzino 
coUombino^  scraped  fine,  and  put  it  to  soak  in  very  strcmg  and 

*  Verzino  Collombino.    Marco  Polo,  the  Venetian  traveller,  says,  the 
best  Brazil  wood,  or,  as  he  calls  it,  Verzino,  grew  in  the  Isle  of  Ceylon. 
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gomata  et  laasa  stare  per  spatio  de  una  hora  poi  la  spremj  et 
con  quella  depengie. 

118.  Ad  faciendum  cottorem  brasilium. — Recipe  yerzinum 
sive  brasilium  et  rade  et  pone  in  aqua  gummata  ita  quod  oo- 
periat  verzinum  in  vase  vitreato  per  diem  et  noctem  postea 
pone  ad  bolliendum  doaec  terxia  pars  consumetur  postea  pone 
intus  de  alumine  roccj  et  bulliat  parum  postea  pone  de  forti 
aceto  albo  quantum  fuerit  tertia  pare  aque  et  bulliat  parum 
postea  cola  et  senra  bene  turatam. 

119.  Ad  faciendum  verzinum  per  dliam  formam. — Abeas 
yerzinum  rasum  et  mitte  in  clara  oyj  preparata  per  duos  dies 
postea  cola  earn  cum  pezia  panni  lini  gutatim  super  matonem 
novum  et  fac  manere  donee  siccatur  postea  cum  curtello  elleva 
diligenter  et  repone  et  cum  vis  eum  operare  mollifiea  cum  aqua 
et  scribe  quicquid  vis. 

120.  Affare  coUare  de  grana  cum  verztno. — ^Tolli  verzino  raso 
subtilj  et  metilo  a  mollo  in  ranno  da  capo  forte  bene  quanto  te 
paia  che  stia  bastevole  per  spazio  de  3  di  poi  lo  fa  bullire  al 
fuoco  lento  in  uno  pignatto  vitriato  per  infino  a  tanto  che  sia 
eonsumpta  la  quarta  parte  poi  poni  subito  uno  poco  dalumj 
zucarino  et  uno  pocho  dalumj  de  rocho  spolverizato  poi  lo  mis- 
tica  cum  uno  bastone  bene  et  poi  lo  lassa  fredare  et  poi  lo  stilla 
per  filtro  et  ripoUo  bene  turato  et  haverai  hoao  ooUore  de  grana. 

121.  Affare  el  verzino  al  fuoco. — ^Tolli  meza  oncia  de  verzino 
raso  subtile  poi  toUi  tanto  vino  bianco  quanto  copra  el  dicto  ver- 
zino poi  lo  pone  in  uno  pignatello  vitriato  novo  et  lassalo  mol- 
lare  per  spatio  de  uno  di  naturali  poi  tolli  una  otava  dalumj 
de  rocho  et  altratanto  gommarabico  spolverizato  poi  lo  pone  ia 
lo  dicto  pignatello  dal  verzino  et  lassalo  stare  uno  altro  di  poi 
lo  pone  a  bullire  al  foco  et  quando  sera  arentrato  permita  poi 
lo  lassa  fredare  poi  lo  cola  cum  una  peccia  de  panno  di  lino  et 
serbalo  in  ampoUa  de  vetrio  bene  turata  et  sera  bono. 

122.  Affare  verzino  bono  provato  optima, — Recipe  verzino 
coUombino  subtilmente  raso  et  metilo  a  mollj  in  ranno  da  capo 

Dep{Hng  tuppoees  the  term   ''Verzino  CoUombino"  was  derived  from 
Colombo,  a  city  of  Ceylon.    See  Depping,  Histoire  du  Commerce  entre 
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clear  ley,  and  let  the  ley  be  3  fingers  deep  over  the  verzino. 
Let  it  soak  in  a  glazed  pipkin  two  natural  days,  and  then  put 
in  a  good  pinch  of  the  clippings  of  cloth  dyed  with  grana,  and 
let  them  soak  welL  Then  put  the  liquor  over  the  fire  to  boil 
until  reduced  one-half,  add  a  little  roche  alum,  a  little  gum 
arabic  in  powder,  and  a  little  assafoetida,  and  let  it  boil  slowly 
for  the  space  of  two  misereres,  so  that  it  may  not  boil  over,  as 
it  makes  much  froth ;  let  it  cool,  and  strain  it  through  a  piece 
of  linen,  and  keep  it  in  a  well  closed  flask. 

123.  To  make  verzino  in  the  sun. — Take  the  verzino,  scrape 
it  fine,  and  then  put  it  into  a  large  fish  shell,  or  in  a  glass  vase, 
with  sufficient  red  wine  to  cover  the  verzino ;  let  it  soak  for  a 
day  and  a  night  in  the  shade,  not  exposed  to  the  night  air ;  put 
it  in  the  heat  of  the  sun,  and  let  it  stand  for  3  or  4  hours ;  and 
take  roche  alum  and  a  little  gum,  pound  them  both  fine,  and 
add  them  to  the  verzino ;  and  let  the  verzino  stand  in  the  sun 
for  3  or  4  days,  but  do  not  expose  it  to  the  night  air.  Then 
strain  it,  and  keep  it  in  a  well  closed  jar,  in  order  that  it  may 
not  change  its  colour,  and  it  will  be  good. 

124.  To  make  verzino  in  another  way. — Take  verzino,  and 
scrape  it  with  glass,  and  then  put  the  rasped  wood  into  a  shell 
half  full  of  water,  and  let  it  stand  for  a  day  and  a  night; 
and  having  done  this,  strain  it  through  a  cloth,  and  press 
it  into  another  saucer,  and  put  into  it  a  piece  of  alumen 
scabis,^  the  size  of  a  bean,  and  afterwards  set  the  lake  in  the 
sun,  and  let  it  dry,  and  preserve  it.  When  you  wish  to  use 
it  take  a  little  drain  water,  and  distemper  it  with  that  water, 
and  use  it. 

125^  To  make  a  pavonazzo  colour. — Take  blue  flowers  which 
grow  in  the  corn  when  it  blooms,  and  extract  the  juice,  and 
then  do  as  beJKre  directed  for  the  other  purple  made  with  the 
pieces  of  linen,  and  it  is  done. 

1 26.  7b  make  a  pavonazzo  colour  yperf&:t for  painting  on  walls. — 

le  Levant  et  TEurope  depuis  les  Croisades  jusqu'k  la  fondation  des  Colo- 
nies d'Ameriques,  2  vols.  Paris,  1830,  p.  146  n.  Verzino  Colombino  is 
mentioned  in  the  TarifFe  of  Pisa  quoted  by  Pagnini  in  the  work  entitled 
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fortissimo  et  chiaro  tanto  che  lo  dicto  ranno  avantia  sopra  al 
verzino  3  o  4  deta  e  laasalo  stare  a  molle  in  uno  pignattino 
yitiiato  doi  dj  naturali  poi  li  mete  mia  bona  piccichata  de  cima- 
tura  de  grana  et  fa  che  se  mollifica  bene  poi  lo  pone  al  faocho 
a  bullire  per  mita  poi  tolli  uno  poco  dalumj  de  roccho  et  uno 
poco  de  gommarabico  in  polvere  et  uno  poco  de  assa  fetida  et 
lassa  boUire  per  doi  miserere  pianamente  acio  non  si  sparga  per 
la  schiuma  che  fara  poi  lassalo  refredare  et  colalo  cum  una 
pezza  et  serbalo  in  ampolla  bene  turata. 

123.  Affare  el  virzino  al  sole. — Tolli  el  verzino  et  radilo 
subtili  poi  lo  pone  in  una  coccia  de  pessci  grande  overo  vaso  de 
vetrio  cum  tanto  vino  vermilglio  quanto  che  copra  el  dicto  ver- 
zino  et  lassalo  mollificare  per  uno  di  at  una  nocte  alombra  in 
loco  che  non  li  dia  lo  sereno  poi  lo  meterai  al  sole  bene  caldo 
et  lassalo  stare  3  o  4  hore  poi  tolli  alumj  de  rocho  et  uno  poco 
de  gomma  et  pista  subtile  luno  et  lalltro  poi  lo  meti  in  lo  dito 
verzino  poi  lassa  stare  al  sole  el  dicto  verzino  3  o  4  di  ma  la 
nocte  fa  che  non  stia  alo  sereno  poi  lo  cola  et  serbalo  in  una 
ampolla  bene  turata  acio  non  se  smortisca  et  sera  bono. 

124.  A  fare  verzino  alio  modo. — Recipe  verzinum  et  rade 
cum  vitrio  et  postea  toUe  cocleam  et  pone  in  ipsa  cum  lingno 
rupta  cujus  medietas  sit  aqua  clara  et  permite  per  unum  diem 
et  imam  noctem  hoc  facto  toUe  ipsum  et  cum  panno  cola  et  ex- 
prime  in  aliam  cocleam  et  immise  tantum  alumen  scabis  quan- 
tum est  unum  ciceris  postea  pone  ad  solem  et  permicte  scicari 
deinde  serva  et  cum  volueris  operari  telle  aliquantulum  aque 
cUoche  et  distemperabis  cum  ea  aqua  et  opera. 

125.  Ad  faciendum  colorem  pavonatium. — ^Tolli  fieri  torchi  i 
quali  nascano  in  lo  grano  quando  spiga  et  tranni  lo  sugo  poi  fa 
a  modo  di  sopra  in  laltro  pavonazzo  cum  le  peze  et  de  fatto. 

126.  Affare  eollore  pavonazzo  perfetto  per  operare  in  muro. — 

''  Delia  decima  e  delle  altre  gravezze  del  commune  di  Firenze/*  &c. 
Lisbon  e  Lucca,  1765-66. 
^  Query  Alumen  Scagliuolo  ? 
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Take  yellow  ochre,  clean  from  all  other  mixtures,  and  put  it 
into  a  vessel  which  will  stand  the  fire,  and  set  the  vase  with 
the  ochre  to  hake  in  a  hrick  or  glass  furnace ;  and  know,  that 
if  you  put  it  at  the  top  of  the  furnace  it  will  become  of  a  red 
colour  like  vermilion.  And  if  you  put  the  va^ie  at  the  bottom 
of  the  furnace  in  a  place  where  it  will  have  more  heat,  it  will 
become  of  a  fine  pavonazzo  colour,  and  you  must  let  the  vase 
remain  in  the  furnace  from  the  time  that  the  fire  is  first  lighted, 
until  the  fiimace  is  emptied,  when  it  will  be  done. 

127.  To  mahe  a  very  duraMe  and  beauttful  verzino. — ^Take 
calcined  tartar  and  make  as  clear  a  ley  with  it  as  you  can ; 
and  if  you  make  the  ley  with  white  wine,  it  is  better  than 
making  it  with  plain  water,  but  either  will  do.  Then  take 
verzino  scraped  very  fine,  as  much  as  you  like,  and  put  it  to 
soak  in  the  ley  so  that  the  verzino  may  be  just  covered  by  the 
ley,  and  no  more,  and  let  it  remain  so  fi)r  a  day  and  a  night. 
Then  put  it  into  a  glazed  jar,  and  let  it  boil  down  one-third, 
that  is  to  say,  let  it  be  reduced  by  one-third ;  then  add  gum 
arabic  in  fine  powder^  as  much  as  you  think  will  suffice,  and 
let  it  boil  a  very  little.  Add  a  little  roche  alum,  in  fine  powder, 
and  immediately  take  it  off  the  fire  and  let  it  cool  and  settle ; 
then  strain  it  through  a  linen  cloth,  and  keep  it  in  a  well- 
closed  phial,  and  throw  away  the  lees. 

128.  To  make  a  light  and  brilliant  pavonazzo  for  using  on 
papery  that  is  to  say,  for  boxes,  and  on  parchments. — First  give 
the  parchment  or  boxes,  or  other  similar  things,  a  coat  of  ver- 
milion distempered  with  gum  water,  and  let  it  dry ;  then  take 
scraped  verzino  and  put  it  to  soak  in  white  of  egg  well  broken 
and  beaten  up,  clear  and  without  froth,  that  the  verzino  may 
be  covered  with  the  white  of  egg,  and  let  it  stand  for  two  na- 
tural days.  Then  separate  the  verzino  from  the  white  of  egg, 
and  with  that  coloured  white  of  egg,  give  3  or  4  coats  over 
the  vermilion,  each  time  letting  it  dry  in  the  shade,  and  you  will 
have  a  bright  and  beautiful  pavonazzo ;  and  know  that  you  must 
not  put  any  gesso  whatever  upon  the  parchment,  but  only  give 
a  coat  of  vermilion  on  the  bare  paper,  just  as  it  is,  because  if 
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Hawe  terra  gialla  et  ben  necta  da  altre  mistore  et  ponila  in 
uno  vaso  bistugio  o  altro  vaso  che  arestia  a  foco  et  mectilo 
dicto  vttso  com  la  dicta  terra  a  cociare  in  fomaoe  de  matone  o 
vetrio  e  sappi  che  se  tu  lo  mecti  descyra  a  la  fomaoe  yira  uno 
ooUore  commo  dnabrio  rosso  e  se  tu  mecti  lo  dicto  vaso  in 
Aindo  de  la  fomace  in  loco  che  habia  piu  caldo  yira  uno  coUore 
paYonazo  e  bello.  £  volse  lassare  stare  el  dicto  vaso  in  la  for- 
nace  da  principio  quando  se  aecende  foco  per  infino  che  se  sfor- 
na  la  dicta  cocta. 

127.  Affare  verztno  beUitissimo  et  durabilu — TolU  cenere  de 
feocia  et  fanne  liscia  bene  chiara  quanto  tu  poi  e  se  tu  farai  la 
dicta  lisda  cum  vino  bianco  e  meglio  che  a  farla  cum  laqua 
cummuna  ma  omne  una  e  buona  poi  tolli  yerzino  bene  raso 
subtili  la  quantita  che  voli  e  polio  a  mollo  in  la  dicta  liscia  per 
modo  che  lo  verzino  stia  coperto  da  la  liscia  et  non  piu  et  lassa 
cusd  stare  per  di  uno  et  una  nocte  poi  lo  pone  al  foco  in  uno 
pignatmo  yitriato  et  lassalo  boUiie  per  terzo  cioe  che  arentre 
la  terza  parte  poi  li  pone  tanto  gommarabioo  bene  pisto  quanto 
te  paia  che  sia  basteyili  et  lassalo  boUire  uno  poco  poco  poi  ce 
pone  uno  poco  de  alumj  de  rocho  bene  subtili  et  subito  lo  leya 
dal  foco  et  lassalo  refredare  et  reposare  poi  lo  cola  cum  panno 
de  lino  et  serballo  in  una  ampolla  bene  turata  et  le  fecce  gietta 
Yia, 

128.  Affare  pavonazzo  ckiaro  et  lucido  per  aperare  in  carta 
doe  fare  scatole  et  pargamene. — Prima  campeggia  le  perga- 
mene  o  scatole  o  altre  cose  simili  de  cinabrio  cum  aqua  gom- 
mata  distemperato  et  lassa  sciugare  poi  toUi  yerzino  raso  et 
polio  a  moUo  in  chiara  doya  bene  fratta  o  dibatuta  et  chiara 
senza  schiuma  tanto  che  lo  yerzino  sia  coperto  da  la  dicta 
chiara  et  lassa  stare  per  doi  di  naturali  poi  sepera  lo  yerzino 
da  la  chiara  et  de  quella  chiara  collorita  darai  3  o  4  mane 
sopra  a  lo  lecto  de  lo  cinabrio  et  omne  yolta  lassa  sdutare 
alombria  et  hayeraj  payonazo  chiaro  et  laudabili  et  sappi  che 
ale  dicte  parchamene  non  se  li  yole  dare  giesso  de  niente  de 
fora  ma  solo  dare  lo  cinabrio  in  carta  schietta  commo  sta 
perche  se  tu  li  daessi  lo  gesso  lo  yerzino  lo  faria  crepare  per 
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you  were  to  put  gesso  on  it,  the  verzino  would  make  it  crack 
on  account  of  the  white  of  egg.  And  upon  the  pavonazzo 
colour,  you  can  make  flowers  with  other  colours  and  paint  just 
as  you  like ;  and  this  is  a  tried  recipe. 

129.  To  make  good  lake. — ^Take  of  urine  as  much  as  you 
like,  and  put  it  into  a  vase  for  the  space  of  a  week ;  then 
pour  it  into  a  pipkin  and  make  it  boil  until  no  more  scum 
arises.  Then  make  it  into  a  ley  with  strong  ashes.  Next 
take  raw  gum  lac  and  pound  it  as  small  as  panic,  put  it  into  a 
new  glazed  pipkin^  and  add  to  it  some  of  the  ley  of  urine, 
which  must  be  quite  clear,  and  mix  it  well  with  a  stick ;  let  the 
urine  or  ley  be  warm  when  it  is  poured  upon  the  gum,  and 
when  it  is  well  mixed,  pour  off  gently  the  ley  so  coloured,  and 
put  it  into  a  glazed  jar.  Then  take  roche  alum  in  fine  powder 
and  mix  it  with  water ;  then  put  some  of  this  alum  water  into 
the  shell  containing  the  ley  coloured  with  the  lac,  and  when 
you  see  that  it  begins  to  froth,  do  not  put  any  more.  Then 
put  that  which  has  coagulated  into  a  piece  of  linen  like  a 
strainer,  hang  it  up  high,  and  let  the  water  run  off;  then  take 
the  drainings  and  put  them  back-  into  the  pipkin  where  the 
gum  was  still  left,  and  mix  it  up  well.  Then  pour  it  out,  and 
repeat  this  another  time,  thus  making  3  sorts  of  lake ;  the  first 
best ;  the  second  not  so  good ;  and  the  third  worst.  And  know 
that  the  ley  must  be  very  strong,  made  with  urine,  and  baked 
ashes,  and  it  must  be  poured  very  hot  upon  the  powdered  gum, 
putting  the  gum  on  a  strainer  or  filter  of  linen  ;  then  pour  the 
hot  ley  several  times  upon  it ;  afterwards  add  the  alum,  and 
dry  it ;  and  also  dry  by  itself  what  remains  in  the  strainer,  and 
it  is  done. 

130.  To  make  lake  as  before  in  another  manner. — Talce  of 
gum  lac  5  lbs.,  reduce  it  to  powder  and  sift  it  through  a 
close  sieve ;  then  take  filtered  urine,  which  has  stood  for  20 
days,  and  place  a  small  kettle  on  the  fire,  into  which  put  the 
urine,  and  when  you  see  the  scum  which  floats  upon  the  urine, 
remove  it  with  a  perforated  ladle,  and  when  the  urine  is  well 
skimmed  and  warm,  add  3  oz.  of  roche  alum  in  powder,  and 
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amore  de  la  chiara  et  sopra  el  dicto  pavonazo  poi  fiorire  cum  li 
altre  coUore  e  dipengiare  commo  a  te  pare  e  place  e  de  pro- 
bata. 

129.  Affare  lacha  bona, — Accipe  orina  d'homo  quella  quan- 
tita  che  voj  et  mectila  in  uno  vaso  per  spatio  de  8  dj  poi  la 
pone  in  una  pignatta  e  falla  tanto  boUire  che  non  faccia  piu 
schiuma  poi  ne  fa  lixia  cum  cenere  forte  poi  toUi  gomma  de 
lacca  cruda  et  pistala  minuto  commo  panico  poi  la  pone  in  uno 
pignatto  novo  vitriato  poi  yi  pone  de  la  dicta  liscia  de  hurina 
che  sia  bene  chiara  et  necta  et  miscola  bene  cum  uno  bastone 
et  fa  che  la  hurina  o  vero  la  dicta  liscia  sia  calda  quando  la 
pone  sopra  ala  gomma  et  commo  e  bene  mista  poi  ne  cava  fora 
quella  liscia  pianamente  cosi  collorato  et  metila  in  una  concha 
vitriata  poi  tolli  allumj  de  rocho  bene  subtili  et  stemperalo 
cum  aqua  poi  de  questa  aqua  alumata  ne  pone  in  questa  concha 
dove  e  la  liscia  gomata  e  coUorita  et  quando  tu  vede  che  se 
comincia  a  pigliare  non  vene  mectare  piu  poi  tolli  quella  che  e 
arapresa  et  mectila  in  una  pezza  a  modo  de  imo  colatoro  et 
apicala  ad  alto  et  lassala  scolare  poi  tolli  quella  scolatura  et 
rimectila  in  su  la  pintola  dove  arimase  la  gomma  et  mista 
bene  poi  nella  cava  et  fa  commo  facesti  prima  poi  reitera  una 
altra  volta  et  cosi  ne  fa  de  tre  sorte  la  prima  e  migliore  la  se- 
conda  meno  la  terza  mancho.  Et  sappi  che  la  liscia  vole  esser 
fortissima  facta  de  hurina  et  de  cenere  recocta  et  mecterla* 
sopra  ala  gomma  pista  bene  calda  et  mecti  la  gomma  in  una 
torcefecio  o  colatoro  de  panno  de  lino  poi  ve  mecti  suso  lo 
ranno  bene  caldo  piu  volte  poi  la  luma  et  secala  et  quello  che 
te  rimane  nel  colatoro  ancho  secalo  daparte  et  e  facto. 

130.  Affare  laccha  ut  supra  per  aUro  modo. — Summe  gum- 
mam  lacce  libras  5  et  eam  pista  et  cribella  cum  spisso  cribello 
et  demum  habeas  orinam  humanam  pausatam  per  xx  dies  et 
stillatam  per  filtrum  et  habeas  unum  caldareum  parvum  et 
pone  ad  ignem  cum  supra  dicta  hurina  et  quando  videbis  spu- 
mam  habeas  capitem  foratam  i.  e.  miscolam  perforatam  et  cum 
ea  proice  spumam  que  supematat  urinam  et  quando  urina  erit 
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make  it  boil  again,  aod  then  again  while  it  is  still  boiling  take 
off  the  scum  with  the  ladle,  and  when  it  is  well  skimmed  and 
clear,  take  gum  lac,  sifted,  and  put  it  into  the  urine  and  alum, 
continually  mixing  it  over  a  slow  fire  for  the  space  of  3  mi* 
sereres.  Then  take  it  off  the  fire  and  put  it  into  a  clean  wooden 
rase,  and  afterwards  take  6  ounces  of  verzino  in  very  fine 
powder,  either  rasped  or  pounded  in  a  bronze  mortar,  and  put 
it  over  the  fire  in  a  small  glazed  jar  with  a  little  water,  and 
make  the  said  verzino  boil ;  afterwards  strain  it  into  a  vase 
through  a  thin  and  close  woollen  cloth,  and  let  it  cool  for  one 
natural  day  ;  then  take  the  urine  with  the  alum  which  is  in  the 
before  mentioned  wooden  bowl,  and  put  into  it  this  water 
which  has  been  boiled  with  the  yerzino  and  then  strain  and  mix 
it  well  together.  Afterwards  take  2  lbs.  of  roche  alum,  and 
put  it  into  two  metadelle^  of  clear  water,  boil  it,  and  after- 
wards put  the  alum  water  into  the  urine,  and  mix  it  well  and 
let  it  settle  for  a  day ;  strain  it  through  a  strainer  and  let  it 
settle  for  another  day.  Then  let  it  dry,  and  when  nearly  dry, 
cut  it  into  pieces  as  you  please,  and  let  it  dry  hard.  And  ob- 
serve, that  you  may  make  lake  in  this  way  from  various  stones 
and  of  various  kinds,  namely,  from  that  from  which  the  crimson 
colour  is  made,  from  dragon^s  blood,  from  grana,  from  ver- 
miculis,  from  minio,  from  verzino,  and  from  the  flowers  of 
herbs. 

131.  To  make  lake  by  another  process. — ^Take  urine,  pour 
it  into  a  new  glazed  jar,  and  put  it  over  the  fire,  make  it 
boil  well,  and  while  it  is  boiling  take  off  the  scum  which  arises 
with  a  stick,  and  let  it  boil  until  one  half  is  consumed.  After* 
wards  put  the  gum  lac  into  the  urine,  and  let  it  boil  with  a  small 
quantity  of  gum  arable,  and  a  little  alum  zucharino,  or  roche 
alum.  When  it  has  boiled  for  tiie  space  of  one  hour,  strain  the 
liquor  through  a  thin  linen  cloth,  and  let  it  settle  in  a  glazed 
jar,  and  the  lake  will  sink,  that  is,  will  go  to  the  bottcmi.  Then 


1  Metadellft,  or  Mezzetta,  a  liquid  measure  still  used  in  Italy. 
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bene  dispumata  et  calida  habeas  oncias  tres  altuninis  rocbi 
spulverizati  et  pone  in  hurina  et  iterum  he  bullire  et  denoTO 
buliendo  acipe  spumam  cum  predicto  capita  et  quando  erit 
bene  spumata  et  optime  clara  acipe  gummam  lacce  setaciatam 
et  pone  intus  cum  hurina  alumata  semper  miscendo  ad  lentum 
ignem  per  spatium  trium  miserere  demum  eleva  ab  igne  et 
pone  in  imo  Tase  ligneo  nitido  postea  toUe  oncias  6  verzini  sub- 
tilissime  spolverizati  cum  raspa  aut  pisto  in  brunzi  mortario  et 
pone  ad  ignem  in  panra  oUa  yitriata  cum  modica  aqua  et  &c 
bulire  dictum  yerzinum  postea  cola  eum  in  vase  per  petiam 
laneam  subtilem  et  spissam  et  dimicte  infirigidari  per  unum 
diem  naturalem  demum  acipe  urinam  alumatam  que  est  in 
.  Tase  ligneo  predicto  et  pone  intus  hec  aqua  cocta  cum  verzino 
et  colata  et  insimul  bene  misce  postea  habeas  libras  duas  alu- 
miius  rochi  et  pone  in  aqua  clara  ut  sit  aqua  in  quantitate 
duarum  metatellarum  et  fac  bullire  insimul  postea  pone  banc 
aquam  alumatam  intus  in  orina  et  misce  bene  et  permicte  pau- 
sare  per*  unum  diem  demum  cola  per  colatorium  et  dicmitte 
pausare  per  alium  diem  et  dimicte  sicari  et  quando  erit  apud 
sidtatem  fac  de  ipsa  frusta  ad  libitum  et  permitte  ad  sicitatem 
duredinem.  Et  nota  quod  poteris  componere  laccha  isto  modo 
de  pluribus  lapidibus  et  diversis  speciebus  silicet  de  quo  fit 
color  crimusinus,  de  sanguine  draconis,  de  grana,  de  yermiculis, 
de  minio,  de  yerzino,  et  de  floribus  herbarum. 

131.  A  fare  laccha  per  aUra  forma, — ^Recipe  urinam  hu- 
manam  et  ponas  in  olla  noya  yitriata  et  pone  ad  ignem  et  fac  bene 
coqui  et  dum  bullit  acipe  spumam  que  facit  cum  aliquo  baculo 
et  tantum  bulliat  quod  medietas  consumitur  post  modum  pone 
intus  gumma  lacce  et  buUiatur  aliquantulum  gummi  arabici 
parya  quantitate  et  modico  et  aluminis  zucharinj  yel  aluminis 
rood  quo  bulito  per  spatium  hunius  hore  &tias  banc  materiam 
colare  per  pannum  lineum  radum  et  permite  pausare  in  yase 
yitriato  et  laccha  petit,  u  e.,  ibit  ad  fimdum  quo  facto  proice 


450  BOLOGNESE  MANUSCRIPT. 

pour  off  the  urine  which  remains  upon  the  lake,  taking  care  not 
to  pour  off  the  lake  also,  and  let  the  lake  dry  hy  itself,  and  not 
by  the  fire,  nor  in  the  sun,  and  it  will  be  good  and  perfect  lake^ 

B.  132.^ — ^Take  of  verzino,  scraped  with  glass  or  with  a  rasp, 
whatever  quantity  you  like.  And  if  you  have  a  drinking-glass 
full  of  scrapings,  reserve  half  of  the  verzino,  and  put  the  other 
half  to  soak  in  so  much  ley  as  just  to  cover  the  verzino  ;  let  it 
soak  for  the  space  of  one  night.  Then  put  it  to  boil  slowly 
over  the  fire,  and  when  it  has  boiled  while  you  can  say  one  ave 
maria,  take  some  of  the  verzino  which  you  reserved,  and 
put  a  small  quantity,  little  by  little,  upon  that  which  is  boiling, 
and  continue  to  do  this  as  long  as  you  have  any  left,  always 
waiting  a  little  after  each  time ;  and  when  you  have  no  more 
left,  and  the  verzino  is  reduced  to  one-half,  stir  in  as  much 
roche  alum  (and  it  must  be  well  powdered)  as  you  think  suffi- 
cient, and  immediately  take  it  away  from  the  fire  and  let  it  rest 
and  cool.  Then  strain  through  a  thin  piece  of  linen  that  part 
only  which  comes  away  of  itself,  without  pressing  out  the  dregs. 
Put  it  into  a  well-closed  glass  phial,  and  place  it  in  the  heat  of 
the  sun  for  a  day  or  two,  and  it  will  be  fine  and  perfect  verzino 
for  writing.  And  if  you  wish  the  colour  to  be  darker,  add  to 
it,  when  it  boils,  a  piece  of  quicklime  as  large  as  a  bean,  and  it 
will  be  done. 

B.  133. — Take  one  ounce  of  verzino,  scraped  with  a  rasp  or 
with  glass.  Put  a  third  part  of  the  verzino  to  soak  in  sufficient 
spirit  of  wine  to  cover  it,  for  the  space  of  one  natural  day,  and 
add  to  it  the  weight  of  one  quattrino  of  roche  alum  in  powder. 
Put  it  over  the  fire,  and  let  it  boil  for  the  space  of  one  pater- 
noster, strain  it,  and  keep  it  in  a  phial,  and  also  put  by  the 
verzino.  Then  take  the  rest  of  the  verzino,  that  is,  the  other 
two-thirds,  and  put  it  to  soak  in  very  clear  vinegar,  and  add  to 
it  a  quattrino  or  more  of  alum  and  a  quattrino  of  gum  arabic, 
and  a  good  half  drinking-glass  full  of  vinegar.  Let  it  soak  for 
8  or  10  days,  and  then  soak  in  this  liquid  the  verzino  which 

1  The  rubrics  are  wanting  in  this  chapter  and  the  next. 
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urinam  que  supra  kcha  erit  taliter  quod  non  pritias  lacha  postea 
pennite  laca  sicare  non  ad  ignem  neque  ad  solem  per  se  ipsa  et 
erit  bona  et  perfecta  lacha. 

B.  132. — ^Tolli  verzino  raso  cum  vetrio  o  cum  la  raspa  la 
quantita  che  tu  voli.  £t  se  la  raditura  fosse  pieno  uno  bichiero 
toUi  la  mita  de  lo  dicto  verzino  et  polio  da  canto  et  Taltra  mita 
micti  a  molle  in  tanto  ranno  da  capo  che  lo  verzino  stia  bene 
coperto  dalo  dicto  ranno  et  lassa  stare  a  molle  per  spatio 
duna  nocte  poi  lo  pone  a  buUire  al  foco  temperatamente  et 
commo  ha  bulito  per  una  ave  maria  et  tu  toUi  de  quello  ver- 
zino che  reservasti  et  mettivini  supra  a  quello  che  bolli  a  poco 
a  poco  et  cusi  continua  per  infinj  che  nai  sempre  staendo  uno 
poco  da  una  volta  alaltra  et  commo  non  nai  piu  et  che  dicto 
verzino  sia  arentrato  per  mita  et  tu  toUi  tanto  alumj  de  rocho 
quanto  te  pare  bastevilj  et  metivilo  dentro  et  mistalo  uno  pocho 
et  sia  bene  spolverizato  et  subito  poi  lo  leva  dal  foco  et  lassalo 
reposare  bene  et  firedare  bene  poi  lo  cola  per  panno  de  lino 
raro  solamente  quello  che  uesce  da  se  senza  aspremare  le  fece 
de  niente.  Et  poi  lo  pone  in  ima  ampoUa  de  vetrio  bene  obtu- 
rata  et  poUi  al  soUe  bene  caldo  per  uno  di  o  doi  et  sera  bello  et 
perfecto  verzino  da  scrivare.  £t  se  tu  lo  volesti  piu  scuro  me- 
iace  quando  boUj  quanto  uno  cece  de  calcina  viva  et  sera  facto. 

B.  133. — Recipe  una  oncia  de  verzino  raspato  cum  la  raspa 
0  cum  vetrio  e  toUi  el  terzo  del  deto  verzino  et  mectilo  a  moUo 
in  tanta  aqua  viti  quanto  stia  bene  coperto  per  spatio  de  uno  di 
naturali  et  mectici  uno  quattrino  de  alumj  de  roccho  pista  et 
poi  lo  pone  al  foco  et  bolla  per  uno  patrenostro  et  colalo  et  ser- 
balo  in  una  ampoUa  et  lo  verzino  ancora  reserba  poi  toUi  el 
resto  de  quello  verzino  quelli  altri  doi  terzi  et  polio  a  mollo  in 
aceto  ben  chiaro  et  ponce  un  quattrino  o  piu  de  alumj  et  imo 
quatrrno  de  gomma  rabico  et  lo  aceto  vole  essere  uno  bono  mezo 
bichiero  et  lassalo  stare  a  molle  per  octo  o  dece  di  et  poi  ce 
repone  a  mollo  el  verzino  che  resto  dalaqua  vite  sopra  ali  altri 
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was  taken  out  of  the  spirit,  adding  it  to  the  other  two-thirds, 
in  the  sun ;  then  add  to  it  another  quattrino  of  pounded  alum, 
and  let  it  stand  in  the  sun  in  a  glass  vase  for  4  or  6  days ;  then 
put  it  away  in  a  phial,  after  straining  it.  When  you  wish  to 
use  the  colour,  take  some  of  the  verzino  that  was  in  the  spirit, 
which  will  he  almost  yellow,  and  mix  it  with  one-tenth  part  of 
the  verzino  which  was  m  the  rinegar,  and  write  with  it,  and  it 
will  be  fine  ;  and  if  you  wish  to  have  it  darker,  put  more  of  the 
verzino  made  with  the  spirit  into  it,  and  if  lighter,  less.  And 
the  verzino  will  be  better  if  made  in  this  manner,  viz. : — Take 
the  verzino,  scraped  as  before ;  then  take  a  tumbler  of  vinegar, 
and  let  it  boil  for  the  space  of  one  paternoster,  and  put  into  it 
2  or  3  quattrini  of  pounded  alum,  because  when  the  vinegar  is 
boiling  the  alum  dissolves  and  liquefies  sooner ;  and  if  it  does 
not  all  dissolve  it  is  of  no  consequence.  Then  put  the  verzino 
and  the  gum  to  soak  in  it,  and  place  it  in  the  sun  for  8  or  10 
days,  and  it  will  be  good,  and  mix  it  with  the  other  verzino, 
steeped  in  the  spirit,  and  it  will  be  light  or  dark  as  was  before 
mentioned. 

B.  134.  To  make  a  perfect  black. — ^Take  a  small  jar  of  the 
juice  of  sumach,*  and  put  it  to  boil  until  reduced  by  one- 
fourth,  and  add  to  it  a  good  ladleful  of  dirt  from  a  grindstone, 
and  reduce  it  two  fingers  more,  and  then  add  of  Roman  vitriol 
in  powder  3  oz.  and  3  oz.  of  pounded  galls,  and  when  you  have 
added  these  things  make  it  boil  till  it  is  reduced  by  two  fingers' 
breadth. 

B.  135.  —Take  1  lb.  of  "  panicella,"  and  let  it  boil  in  a  vessel 
of  strong  ley  until  it  is  reduced  four  fingers'  breadth,  and  put 
into  it  whatever  you  wish  to  be  yellow  ;  and  if  you  wish  this 
yellow  to  be  green  add  a  ladlefiil  of  the  seed  of  "  ghebbi "  and  a 
little  verdigris  pulverized,  and  strained  through  a  cloth,  and 
put  the  yellow  into  it,  and  it  will  become  green. 
'    B.  136.   To  make  a  perfect  colore  de  grana^  such  as  is  worn 


Rhus  Cotinus,  Cotinus  Coriaria,  Venus's  Sumach,  the  Venice  Sumach. 
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doi  terzi  al  sole  et  poi  ce  a^ungi  iino  altro  quatrino  dalumi 
spolvemato  et  lassalo  stare  al  sole  in  uno  ybso  de  vetrio  per 
4.  o  sei  di  et  poi  lo  repone  in  vostra  ampolla  coUato  che  de  et 
quando  lo  vorai  adoperare  toUi  una  parte  de  quelle  verzino  de 
aqua  vite  che  sera  giallo  quasi  et  amistalo  et  amistalo  (sic)  cum 
la  decima  parte  de  laltro  verzino  de  lo  aceto  et  scriyi  cum  esse 
et  sera  bello  et  se  lo  voi  piu  scuro  piu  verzino  daquaviti  oe  pone 
et  lo  [se  ?]  lo  voi  piu  chiaro  ce  ne  pone  meno.  £t  se  tu  farai  in 
questa  forma  sera  mellglio  affiure  dicto  verzino,  viz. : — ^ToUi  el 
verzino  raso  commo  di  sopra  poi  toUi  uno  bechiero  de  aceto  et 
boUa  per  spatio  di  uno  patrenostro  et  mectice  dentro  2  o  3 
quattrini  de  alumj  pesta  perche  bollendo  lo  aceto  lalume  se 
consuma  et  liquefasse  meglio  et  se  non  se  liquefasse  tucta  non 
fa  nientj  poi  ce  poni  a  mollo  lo  verzino  et  la  gomma  et  polla  al 
sole  per  8  o  10  di  et  colalo  et  sera  bello  et  mistalo  cum  laltro 
verzino  de  aquevite  che  vera  chiaro  o  scuro  commo  tu  hai  hauto 
di  sopra. 


B.  134.  Affare  colore  nero  perfecto. — ToUi  uno  orciolo  daqua 
de  scotano  et  metilo  a  bollire  tanto  che  calli  la  quarta  parte  et 
mectice  una  bona  scutella  de  loto  de  rota  et  falla  calare  doi  deta 
et  poi  ce  pone  de  lo  vitriolo  romano  pisto  3  oncie  et  3  oncie  de 
galla  pista  et  quando  ce  mecti  queste  cose  fa  buUire  tanto  che 
calli  doi  deta. 

B.  135.  Tolli  libra  una  de  panicella  et  mectila  a  bollire  cum 
uno  broco  de  lisciva  forte  tanto  che  calli  quattro  deta  et  mecti 
dentro  cio  che  voi  che  sia  giallo  et  se  tu  voli  che  questo  giallo 
sia  verde  tolli  una  scutella  de  seme  de  ghebbi  et  uno  poco  de 
verderamo  spolverizato  et  colalo  per  panno  et  mecti  dentro 
quelle  che  fii  giallo  et  sera  verde. 

B.  136.  A  fare  perfecto  collore  de  grana  cardinalesco  cum 


The  plant  is  used  in  dyeing  yellow.     From  its  astringent  properties,  it  is 
used  as  a  substitute  for  galls. 
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by  cardinals^^  with  verzino. — Take  a  pound  of  verzino,  and  rasp 
it,  or  cut  it  across  as  fine  as  possible,  and  put  it  to  boil  in  half 
a  kettleful  of  clear  rain  or  river  water ;  reduce  the  water  one 
half,  and  before  you  take  the  kettle  off  the  fire,  add  a  pound  of 
roche  alum,  and  make  the  water  boil  for  the  space  of  one  pater- 
noster, and  it  will  become  red,  then  remove  it  firom  the  fire  and 
let  it  cool  imtil  you  can  keep  your  hand  in  it,  and  pour  white 
vinegar  into  it.  And  if  you  require  a  colour  such  as  cardinals 
wear,  do  not  put  vinegar  to  it,  .but  strong  ley.  And  you  will 
have  3  colours  if  you  like  to  boil  what  remains  at  the  bottom 
of  the  kettle  in  the  strongest  ley  that  you  can  get ;  let  it  be 
reduced  by  two-thirds,  and  it  will  be  a  perfect  violet 

B.  137.  To  make  lake. — Take  one  ounce  of  crude  lake  or 
grana,  put  it  into  a  small  pipkin,  and  pour  on  it  sufficient 
urine  or  ley  to  cover  the  lake,  and  make  it  boil  on  a  moderate 
fire  for  half  an  hour  without  smoke.  When  it  boils  keep  mix- 
ing it,  and  when  it  has  boiled  take  j^  oz.  of  roche  alum,  and 
j^  oz.  of  sal  gem,^  and  grind  them  well  with  ley,  and  put  them  into 
the  jar  before  it  has  done  boiling ;  then  take  the  vessel  fi:om 
the  fire  immediately  and  let  it  cool.  Next  take  a  wash-hand 
basin  and  a  petito  of  stale  urine,  or  of  strong  ley,  and  throw  the 
whole  into  the  basin,  and  mix  it  together,  and  stir  it  very  well 
with  a  stick,  and  put  it  for  15  days  in  a  place  free  from  dust, 
stirring  it  every  evening  and  morning ;  at  the  end  of  a  fort- 
night take  a  small  linen  bag  and  strain  it,  and  put  what  you 
have  remaining  on  a  new  and  clean  tile,  and  dry  it  directly  in 
the  shade,  and  you  will  have  fine  lake.  Put  it  back  into  a  box 
and  cut  it  into  pieces,  &c. 

B.  1 38.  To  make  fine  kike  another  way,  for  miniatures. — Take 
clippings  of  fine  ^^scarlato  de  grana,"  and  put  them  into  a 
glazed  jar,  and  pour  upon  them  sufficient  urine  to  cover  the 
clippings  by  two  fingers'  breadths,  and  put  it,  well  covered 
over  with  a  cloth,  in  a  place  not  exposed  to  the  air,  and  let  it 

1  That  this  colour  was  crimson,  and  not  scarlet,  is  proved  by  the  fact  of 
the  verzino  assuming  a  *^  colore  Cardinalesco  "  when  mixed  with  an  alkali, 
because  alkalis  have  the  property  of  changing  vegetable  reds  to  blues ; 


DE  LACCI8  BT  PAVONATHS  FIENDI8.  455 

verzinOf  etc, — ToUi  una  libra  de  virzino  et  raspalo  overo  tag- 
lialo  atraverso  minuto  quanto  se  po  et  mectilo  a  bollire  in  aqua 
pioviana  chiara  overo  aqua  de  fiume  cioe  che  sia  mezo  broco  et 
faXlo  bollire  tanto  che  se  sceme  per  mita  et  innante  che  leve  la 
caldara  dal  fuoco  habbi  una  libra  dalumj  de  roco  et  &II0  bollire 
per  uno  patri-nostro  et  sera  yirmiglio  et  leyalo  dal  fuoco  et 
lassalo  fredare  tanto  che  tu  ce  possi  tenere  la  mano  et  mectice 
dentro  aceto  bianco  et  se  tu  el  Toli  cardinalesco  non  ce  mectare 
aceto  ma  mectice  lisia  forte  et  haraj  tre  colore.  Et  se  Toli  che 
quelle  che  romane  al  fondo  de  la  caldara  a  bolire  ne  la  piu  forte 
liscia  che  poi  havere  et  fa.  che  calle  le  doi  parte  et  sera  perfecto 
violate  etc. 

B.  137.  Affare  laccha. — Recipe  una  oncia  de  laccha  cruda 
overo  grana  et  mectila  in  uno  pignatello  et  mectivi  suso  urina 
dhomo  overo  ranno  tanto  che  sia  coperta  la  ditta  laccha  et 
falla  bollire  al  foco  temperate  meza  bora  senza  fumi  et  commo 
boUe  sempre  mestalapoiche  ha  cosci  bollito  toUi  meza  oncia  de 
alume  demarocho  et  meza  oncia  de  salgemmo  et  maxsinali  bene 
cum  ranno  et  mectilo  nelo  pignatello  nanze  che  romangna  de 
bollire  poi  lo  leva  subito  dal  fiioco  et  lassalo  fredare  poi  toUi 
una  lavella  et  uno  petito  dorina  dhomo  reposata  overo  de  ranno 
forte  et  cacialo  suso  in  la  lavella  et  mistica  omne  cosa  insiemj 
et  remenala  molto  bene  cum  uno  bastone  et  poUa  per  15  dj  in 
loco  che  non  ce  vada  polvere  et  remistalo  omne  sera  et  omne 
matina  et  in  capo  di  xv  di  have  uno  sachetino  de  panno  de  lino 
et  colalo  et  quelle  che  romane  in  lo  colatoro  polio  suso  una 
tegola  nova  et  bene  necta  et  li  la  secha  de  bocto  alombra  et 
haverai  lacha  fina  et  reponla  in  una  scatola  et  fanne  pezze  etc. 

B.  138.  Affare  laccha  per  altro  mode  per  minij  fina, — Re- 
cipe cimatura  de  scarlacto  de  grana  fina  et  mectila  in  uno  vaso 
vitriato  et  de  sopra  ce  pone  tanta  orina  dome  che  la  cimatura 
sia  coperta  per  doi  deta  de  sopra  de  la  orina  dhomo  et  polla 
bene  coperta  cum  uno  panno  in  loco  che  non  venga  aiere  et 

whereas,  if  the  vinegar  had  been  added  instead  of  a  strong  ley,  the  colour 
would  have  been  scarlet,  and  not  *'  Cardinalesco.'' 
The  purest  kind  of  rock  salt. 
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remain  there  until  the  clippings  rot,  and  when  they  are  rotten 
pour  the  urine  off;  then  grind  the  clippings,  and  when  they 
are  perfectly  ground  cover  them  up  on  a  piece  of  very  thin 
linen  cloth,  and  you  will  have  fine  lake,  &c. 

B.  139.  To  make  ZaAc.— Take  cloth  or  clippings  of  [cloth 
dyed  with]  grana,  but  the  rosato  or  scarlet  cloth  is  best,  be- 
cause it  has  more  substance.  Put  them  into  ley  made  from 
the  ashes  of  bean-stalks,  and  let  the  ley  be  strong.  Put  the 
ashes  into  it  and  strain  it  8  or  10  times,  and  it  will  be  very 
strong ;  then  put  the  cloth  into  the  ley,  and  the  colour  will 
soon  be  dissolved.  Strain  it  and  let  it  settle ;  and  if  you  wish 
to  give  body  to  the  lake,  take  roche  alum,  and  mix  with  the 
lake,  and  put  it  to  dry,  and  it  is  done.  And  know  that  the 
ashes  may  be  of  oak  or  burnt  tartar  of  wine,  &c. 

B.  140.  To  make  lake  in  another  manner. — ^Take  1  lb.  of 
gum  [lac],  and  put  it  into  very  strong  boiling  ley,  and  let  it 
dissolve  ;  then  take  three  glasses  of  tepid  water  in  which  2  oz. 
of  roche  alum  have  been  dissolved,  but  first  put  the  water  into 
a  large  shell,  throw  on  it  the  boiled  ley,  and  let  it  remain  so 
for  2  days ;  then  take  a  glass  and  take  also  that  gum  and  water 
and  ley,  and  strain  it  in  a  small  woollen  bag ;  let  it  run  through 
and  the  lake  will  remain  at  the  bottom. 
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lassala  costi  stare  tanto  che  dicta  cimatura  se  immarcisca  et  sia 
fragida  et  quando  sera  ben  fragida  seola  via  quella  orina  bene 
et  poi  macina  la  cimatura  molto  bene  et  quando  sera  bene  ma- 
cina  coprili  sopra  una  pezza  de  panno  de  lino  bene  subtili  et 
a^erai  laca  fina  etc. 

B.  139.  Affare  lacka. — Recipe  panno  o  yeramente  cimatura 
de  grana  ma  el  rosato  o  panno  de  grana  e  migilore  perche  ha 
piu  substantia  et  mecti  in  lesciva  de  cenere  de  fava  et  questa 
liscia  Tole  esser  forte  et  fa  cosci  octo  o  dece  volte  mectendo 
dentro  la  cenere  et  colala  che  sera  fortissima  et  in  la  dicta 
liscia  poni  el  dicto  panno  el  quale  se  consumera  presto  et  poi  el 
oola  et  lassa  possare  la  colatura  et  se  tu  voli  dare  a  lo  dicto 
collore  corpo  toll]  alume  di  rocho  et  mistica  cum  la  dicta  lacca 
et  poUa  a  secare  et  e  &cta  et  sappi  che  la  cenere  se  po  fare  de 
cenere  de  cerro  overo  de  fecia  de  vino  etc. 

B.  140.  Affare  lacha  per  altro  modo. — Recipe  lb.  una  de 
gomma  laquale  porai  in  liscia  fortissima  quando  che  bolle  et 
lassala  disfare  bene  poi  habi  tre  zayne  dacqua  tepida  in  la 
quale  sia  doi  once  dalume  de  rocho  ma  prima  mecti  laqua  in 
una  concola  grande  et  desopra  butaraj  la  liscia  bulita  et  lassa 
stare  cusci  doi  di  poi  tolli  una  zaina  et  piglia  questa  gomma  et 
aqua  et  liscia  et  poUa  a  collare  in  una  sachecta  de  tela  et  lassa 
useire  fora  et  la  lacha  romara  al  fondo. 
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HERE  BEGINS  THE  HEADING  OF  THE  SIXTH 

CHAPTER - 

HOW  TO  MAKE  PURPUKINI  AND  GOLDEN  COLOURS ;  AND  HOW 
TO  LAY  ON  GROUNDS  AND  MORDANTS  FOR  GOLD.  AND 
FIRST  TO  MAKE  A  GOLDEN  PURPURINO. 

141.  To  make  purpurino,  that  is  to  say  a  golden  colour. — 
Take  quicksilver  and  Venetian  tin,  of  each  as  much  as  you 
like ;  melt  them  together  over  the  fire,  and  then  let  them  cool ; 
grind  the  mass,  and  then  take  a  glass  flask,  and  lute  it  with 
philosopher's  lute,  and  let  it  dry.  Put  the  powder  into  it, 
place  the  glass  in  a  furnace  over  a  slow  fire,  and  leave  open 
the  mouth  of  the  flask ;  when  it  ceases  to  smoke,  remove  the 
fire,  and  when  it  is  cold  break  the  flask,  and  you  will  find  a 
splendid  purpurino,  which  you  must  grind  fine  upon  porphyry. 
Distemper  it  with  gum  water  and  use  it. 

142.  To  make  purpurino  anotlier  uxiy. — Take  equal  quan- 
tities of  quicksilver  and  Roman  tin,  and  melt  them  together, 
and  when  cool  grind  the  mass  fine ;  then  take  sulphur  vivum 
and  sal  ammoniac,  of  each  equal  quantities,  that  is  to  say,  the 
same  quantity  as  the  quicksilver  or  tin,  and  grind  all  toge- 
ther to  a  very  fine  powder ;  then  take  a  small  bottle,  and  put 
these  ingredients  into  it,  lute  the  bottle  with  lutum  sapientiae, 
and  put  it  into  the  furnace  with  a  slow  charcoal  fire ;  do  not 
close  up  the  mouth  of  the  bottle.  When  it  leaves  ofi^  smoking, 
remove  it  from  the  fire ;  and  when  it  is  cold,  break  the  bottle 
and  you  will  find  the  purpurino. 

143.  To  make  a  fine  gold  colour  another  way. — Take  beaten 
tin,  sulphur  vivum,  quicksilver,  and  sal  ammoniac,  of  each 
equal  quantities;  put  all  into  a  flask,  lute  the  flask  with 
lutum  sapientiae,  and  close  the  mouth  of  the  jar  with  a  cork ; 
then  pierce  the  cork  in  the  middle  with  an  awl,  put  the  jar  in 
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INCIPIT  DISTINTIO  SEXTI  CAPITULI 

AD  PUBPURINOS  ET  COLOBES  AUBEAT06  FATIENDUM.  ET  AD 
SCISAS  ATQUE  MORDENTES  AD  AUBUM  PONENDUM.  ET 
PBIMO  AT  FACIENDUM  PUBPUBINUM  AUBEUM. 

141.  Affdre  purpurino  scilicet  colore  doro. — Recipe  argento 
^YO  et  stagnao  vinetiano  ana  el  tuo  Tolere  et  liquefac  ad  ing- 
nem  insimul  et  dimite  infrigidarj  postea  macina  omnia  insimul 
postea  toUe  ampullam  vitream  et  luta  cam  cum  luto  philosofico 
et  dimite  siccarj  deinde  pone  intus  dictas  res  et  pone  in  fur- 
nello  cum  lento  ingne  et  ne  os  ampuUe  claudatur  et  cum  desi- 
nerit  fiitere  fumum  subtrhae  ignem  et  cum  fuerit  fridda  frange 
ampulla  et  invenies  purpurinum  nobilem  quem  macina  super 
porfidum  subtiliter  et  stempera  cum  aqua  gummata  et  utere. 

1 42.  A  fare  purpurino  alio  modo. — Tolli  egualmente  ariento 
vivo  stamgno  romano  et  fallo  strugiare  insiemj  quando  e  freddo 
macinalo  bene  subtili  poi  tolli  solfo  vivo  sale  armomaco  ana  cio 
e  quanto  fu  Targento  vivo  e  lo  stagno  et  macina  omne  cosa 
bene  subtili  insiemj  poi  tolli  una  bocciecta  et  mectice  dentro  le 
dicte  cose  poi  la  inlota  cum  loto  de  sapientia  et  mettila  in  lo 
fomeUo  et  falli  al  foco  de  carbone  lento  et  non  obturare  la 
bocca  della  boccia  et  quando  non  fumara  piu  levali  el  foco  et 
quando  e  fireddo  rompi  la  boccia  et  troveraj  el  purpurino. 


143.  A  fare  collore  doro  bello  per  altra  via. — Awe  stagno  ba- 
tuto  solpbo  vivo  argento  vivo  et  sale  armomaco  tanto  deluno 
quanto  delaltro  poi  mecti  omne  cosa  in  una  ampoUa  et  inlutala 
com  luto  de  sapientia  et  serra  la  bocca  della  ampulla  cum  una 
suvera  poi  fora  la  suvera  cum  una  lesina  in  lo  mezo  et  poUa  al 
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the  fire  and  let  it  remain  there  moderately  heated,  till  the 
smoke  comes  off  yellow.  Then  let  it  cool,  and  break  the  jar, 
and  you  will  find  good  purpurino.  Distemper  it  with  gum 
water,  and  use  it  for  painting  miniatures  and  other  things. 

144.  To  make  purpura^  in  whatever  quantity  you  like. — Take 
1  oz.  of  sal  ammoniac,  1^  oz.  of  sulphur,  1  oz.  of  quicksilver, 
and  1  oz.  of  tin.  Then  take  a  bottle  with  a  very  low  neck, 
and  lute  it  with  lutum  sapientiae  up  to  the  neck  ;  then  mix  the 
tin  and  quicksilver  together  over  the  fire,  grind  them  with  the 
other  things,  and  put  the  whole  into  the  bottle,  and  make  a  clear 
charcoal  fire  under  it.  When  you  see  the  smoke  issue  from  it, 
continue  the  fire,  and  let  it  remain  until  you  see  a  silvery  line 
round  the  bottle ;  then  let  it  cool,  and  preserve  it,  and  when 
you  wish  to  use  it,  take  this  porporino,  and  grind  it,  and  then 
put  it  into  a  vessel  with  gum  water,  and  it  will  do ;  and  know 
that  it  will  bear  a  great  deal  of  gum  water.  Lay  it  upon 
colours  or  other  miniatures. 

145.  To  make  a  gold  colour  in  another  manner. — ^Take  2  oz. 
of  tin,  and  mix  it  with  one  potmd  of  quicksilver,  and  when 
they  are  well  mixed  ^  add  2  oz.  of  sal  ammoniac  well  ground  ; 
mix  all  well  together  in  a  glass  vase,  such  as  a  urinal ;  put  it 
in  the  furnace,  and  give  it  a  moderate  fire  for  a  day  and  a  half. 
Then  remove  it  from  the  fire,  and  let  it  cool,  and  you  will  find 
a  fine  golden  colour,  with  which  you  can  write.  Distemper  it 
with  white  of  egg  well  beaten. 

146.  To  make  a  good  and  Jine  gold  colour. — Take  a  hen's 
egg,  make  a  small  hole  in  it,  take  out  the  white,  and  leave  the 
yolk  in  the  shell ;  then  fill  it  with  quicksilver,  and  stop  up  the 
hole  securely  and  put  it  imder  a  sitting  hen  for  the  space  of 
30  natural  days,  and  you  will  have  a  golden  colour,*  which  you 
must  distemper  with  gum  water. 

147.  To   make  golden  fringes  vnth  the  paintbrush. — Take 

*  For  the  method  of  mixing  the  tin  with  the  quicksilver,  see  No.  168. 
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foco  et  falla  tanto  stare  et  cociare  temperatamente  che  per  lo 
bugio  escha  lo  ftimo  giallo  allora  tolli  via  lo  foco  et  lassa  fre- 
dare  et  rompi  lampolla  et  troverai  lo  purpurino  bello  et  bono 
et  distemperalo  cum  aqua  gommata  et  adoperalo  a  fare  minj  et 
altre  cose. 

144.  A  fare  purpura  secondo  la  qtmntita  che  voi. — Hawi 
once  j  de  sale  armoniaco,  once  una  et  mezo  de  solpho  once  j 
dargento  vivo  et  once  j  de  stagno  poi  tolli  una  boccia  cum  lo 
collo  basso  basso  et  inlutala  cum  luto  de  sapientia  per  infino  al 
coUo  poi  tolli  lo  stagno  et  lo  argento  vivo  et  incorporalo  iasiemj 
al  fuoco  poi  lo  matina  cum  le  altre  cose  sopradicte  et  metili  in 
nella  boccia  et  polla  in  lo  fomello  et  falli  lo  foco  de  carbone  et 
sia  chiaro  et  quando  tu  vedi  uscire  el  fumo  continua  lo  foco  et 
lassalo  stare  per  infino  che  tu  vederai  uno  signo  atomo  ala 
boccia  ad  modo  dargento  et  lassa  iredare  poi  lo  conserva  et 
quando  lo  vorai  operare  tolli  questo  porporino  et  macinalo  poi 
lo  pone  in  la  ghiavella  cum  aqua  gomata  et  lavalo  doi  o  3  volte 
cum  dicta  aqua  gomata  et  stara  bene  et  sappi  che  porta  asa 
aqua  gomata  e  dalla  sopra  li  coUori  o  altri  minii. 

145.  A  fare  coUore  doro  per  aJtra  forma. — Tolli  once  doi  de 
stangno  et  metice  dentro  una  libra  dargento  vivo  et  commo 
sono  bene  incorporati  insiemj  mectice  doi  once  de  sale  armo- 
niaco  ben  trito  et  mistica  bene  insiemj  in  uno  vaso  de  vetrio 
commo  seria  uno  orinalj  et  mectilo  al  fomello  et  falli  lo  foco 
temperato  per  uno  di  et  mezo  poi  lo  leva  dal  foco  et  lassalo 
fredare  et  trovarai  collore  doro  bello  et  cum  lo  quale  poterai 
scrivare  et  distemperalo  cum  chiara  dova  rupta  bene. 

146.  A  fare  collore  doro  hello  et  bono, — Tolli  uno  ovo  de 
gallina  et  falli  uno  bugio  picolo  et  cava  fora  la  chiara  et  lo  ven- 
tello  lassa  in  la  cocia  poi  lo  impe  de  argento  vivo  et  serra  bene 
quelle  bugio  cum  coUa  poi  lo  pone  socto  la  gallina  covante  per 
spazio  de  30  di  naturali  et  haveraj  collore  doro  et  distemperalo 
cum  aqua  gommata. 

147.  Adfatiendumfregios  aureos  cum  permello, — Recipe  ar- 

^  See  a  recipe  somewhat  similar  in  the  collection  of  Le  Bcguc,  No.  22. 
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gum  ammoniac/  and  cut  it  small  with  a  penknife,  and  soak  it 
for  a  night  or  a  day  in  strong  white  vinegar  or  in  urine,  and 
afterwards  grind  it  with  a  little  white  of  egg,  and  make  flowers 
with  your  pen,  or  write  upon  gold  with  the  painthrush,  and 
make  a  fringe  or  whatever  else  you  like ;  and  when  it  is  dry, 
breathe  on  it  slightly,  lay  on  the  gold  and  press  your  hand 
upon  it.  When  the  gold  has  set,  take  some  cotton,  or  a  hare's 
foot,  and  rub  it  on  the  gold,  and  remove  the  loose  gold.  And 
if  you  wish  to  make  a  fringe  or  flowers  with  your  paintbrush 
upon  figures,  add  also  a  little  ochre. 

148.  To  lay  dead  gold  upon  colours, — Take  incense,  white 
gum,  and  sugar  candy,  of  each  equal  quantities,  grmd  them 
together,  and  distemper  the  mass  with  strong  vinegar  or  wine, 
and  make  it  sufficiently  liquid  not  to  clog  the  brush ;  and  it 
must  be  thoroughly  mixed  so  as  to  dry  well  when  applied  with 
the  pencil.  Lay  it  on  where  you  wish  to  put  the  gold,  and 
when  dry,  lay  the  gold  upon  it,  and  press  it  with  the  cotton ; 
when  you  have  pressed  it  down  well,  rub  it  with  the  cotton,  and 
the  gold  will  remain  clear  and  fine. 

149.  To  lay  gold  upon  hooksy  that  ts,  upon  paper. — ^Take 
white  of  egg,  well  whipped  with  the  milk  of  the  fig-tree,  and 
gum  arabic  in  fine  powder,  about  as  much  as  a  nut.  Soak  it  in 
the  white  of  egg,  add  to  it  a  little  pure  safiron,  and  let  it  also 
soak  in  the  white  of  egg  for  the  space  of  one  natural  day.  Then 
take  a  small  sponge  or  a  paintbrush  and  dip  it  in  the  com- 
position, and  spread  it  thin  where  you  wish  to  lay  the  gold, 
and  immediately  apply  the  gold ;  then  press  it  with  cotton,  let 
it  dry  well,  and  burnish  it  with  a  tooth,  and  it  will  become 
bright. 

150.  To  gild  cloth  or  canvas. — Take  gum  ammoniac  and  put 
it  into  a  little  urine,  and  let  it  stand  for  a  night ;  then  make  it 
into  a  paste  with  ceruse  and  a  little  honey ;  then  lay  on  the 
mordant,  and  the  next  day  lay  on  the  gold.  This  is  good  also 
for  laying  gold  upon  paper. 

A  This  is  the  gum  resin  Ammoniac,  and  not  Armenian  Bole,  which  is 
mentioned  in  No.  160  imder  the  term  **  Bolarminium ;"  and  again  in  No. 
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moniacum  et  incide  minutatim  cum  curtello  et  pone  in  forti 
aceto  albo  vel  in  orina  ad  moUificandum  per  noctem  vel  diem 
postea  macina  eum  cum  aliquantulo  clare  oyi  et  fatias  flores 
cum  penna  vel  scribe  supra  aurum  cum  pennello  et  fac  fregium 
et  quicquid  vis  et  cum  siccum  fiierit  aliquantulum  satage  et 
pone  aurum  et  preme  manum  super  aurum  et  cum  captum 
fiierit  aurum  habeas  de  bombage  vel  pedem  leporis  et  due 
super  aurum  et  toUe  aurum  non  captum.  £t  si  volueris  facere 
fregium  yel  flores  cum  penello  super  figuras  adde  aliquantu- 
lum et  de  ocrea. 

148*  A  mectere  orosema  hutro  in  suso  It  collore. — Ha  we  in- 
censo  gomma  biancha  et  zuccaro  candio  ana,  et  macina  le  pre- 
dicte  cose  insiemj  et  stemperale  cum  aceto  forte  o  cum  vino  et 
fallo  tanto  liquido  che  non  se  abombola  et  vole  essere  bene  re- 
menata  tanto  che  sciuga  bene  dalo  penello  et  dallo  dove  voi 
porre  loro  et  quando  e  sciuto  ponci  suso  loro,  et  fermalo  cum 
lo  bambagio  et  quando  hayerai  premuto  bene  sfregalo  cum  lo 
bambagio  et  loro  remara  necto  et  bello. 

149.  A  mettere  oro  in  suli  libri  doe  in  su  le  carte. — ^Awe 
chiara  dova  rupta  cum  fici  lacte  multo  bene  poi  torai  tanto 
gomarabico  quanto  una  avellana  subtilmente  spolverizato  et 
melilo  a  moUo  in  la  dicta  chiara  poi  torrai  uno  poco  de  zaferamj 
Integro'et  metilo  a  moUi  in  la  predita  chiara  per  spatio  duno 
dj  naturali  poi  toUj  uno  poco  di  spogna  et  bagnala  in  la  dita 
compositione  o  vero  cum  uno  pennello  et  gratalo  dove  tu  voli 
metere  loro  subtilmentj  et  subito  mecti  loro  et  poi  lo  ferma  cum 
bambagio  poi  lo  lassa  bene  sciucare  et  brunisce  cum  dente  et 
sera  lustro. 

150.  De  aurando  panno  vel  tela. — Summe  armoniacum  et 
pone  in  modica  orina  et  ibi  stet  per  noctem  postea  conficitur 
cum  cerusa  et  modico  melle  et  tunc  ponitur  dicta  ascisa  uno 
die  et  alio  die  pone  aurum  et  etiam  valet  ad  ponendum  aurum 
in  carta. 

161,  both  "  armoniaco"  and  "  Bolarminium  "  are  mentioned.    See  similar 
recipes  in  D.  Alessio,  Part  I,  p.  114. 
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151.  A  golden  colour  for  gilding. — Take  gum  of  almonds 
and  saffron,  and  grind  them  on  a  mortar,  and  put  them  into  a 
glass  vase ;  place  the  mixture  by  the  fire  to  warm,  and  after- 
wards mix  some  whipped  white  of  egg  with  it,  and  paint 
wherever  you  like,  and  it  will  be  of  a  golden  colour. 

152.  To  make  a  mordant  for  gilding  on  walls. — Take  calcined 
bone,  ground  fine  with  weak  glue,  such  as  parchment  glue,  and 
let  it  dry ;  and  when  quite  dry  grind  it  up  afresh  with  linseed  oil, 
and  make  it  rather  stiff;  then  take  a  little  liquid  yamish,  and 
incorporate  it  with  the  bone-dust.  Add  to  it  a  little  saffron, 
sufficient  to  give  it  colour,  and  make  it  rather  stiff.  When  you 
wish  to  put  the  gold  on  the  wall,  the  mortar  must  be  dry,  and 
the  mordant  must  not  be  applied  too  thick.  Let  it  remain  5 
or  6  days,  and  then  put  on  the  gold. 

153.  To  torite  toith  silver. — Take  the  silver  marchesite,^  and 
grind  it  very  fine  on  porphyry  with  strong  vinegar ;  then  wash 
it  and  purify  it  well  with  other  vinegar.  Distemper  it  with 
gum -water,  and  write  whatever  you  think  proper. 

154.  To  make  a  good  and  fine  silver  colour. — Take  tin  filings 
and  quicksilver,  of  each  two  parts,  well  pounded  with  gum 
arable  wetted  with  water,  and  write  whatever  you  please  with 
it ;  let  it  dry,  and  then  you  may  burnish  it. 

155.  To  gild  all  bodies. — Take  tartar,  atramentum,^  quick- 
silver, and  salt,  and  distemper  the  whole  with  strong  vinegar, 
and  warm  the  mass  a  little  at  the  fire,  and  when  you  wish  to 
gild,  put  a  little  water  in  the  glass,  that  is  to  say,  some  of  the 
above-mentioned  water,  so  as  to  cover  what  you  cast. 

156.  To  make  a  golden  colour  for  vyriting. — ^Take  juice  of 
celandine,®  and  put  it  into  a  well- closed  glass  flask,  place  it  un- 
der horse  dung,  or  the  refuse  of  grapes,  and  let  it  remain  there 
for  a  month ;  afterwards  take  it  out  and  grind  a  little  orpiment 
with  the  liquor,  and  put  it  back  into  the  dung  for  a  fortnight, 
and  then  it  will  be  purified.     And  when  you  wish  to  write  with 


1  See  Beckmann,   Inventions,  Tit.  Zinc,  and  Agricola  De  Metallicis 
p.  436,  436,  Venezia  1660. 
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151.  De  auro  coUore  ad  aurandum.  —  Habeas  gummam 
amangdolarum  et  crocum  et  molle  in  mortario  et  recollige  in 
vase  vitrio  et  pone  justa  ignem  ut  calefatiat  postea  misce  de 
clara  ovj  fracta  et  pinge  ubicumque  volueris  et  erit  color  aureus. 

152.  A  fare  mordente  da  mectere  aro  in  muro. — ^Tolli  osso 
caldnato  et  subtili  macinato  cum  coUa  dolce  commo  colla  de 
carta  poi  lo  la^sa  seccare  poi  che  e  bene  secho  remacinalo  de 
novo  cum  olio  de  semj  de  lino  et  fallo  uno  poco  duretto  poi 
tolli  uno  poco  de  vernicj  liquida  et  incorporala  cum  lo  sopra- 
dicto  osso  poi  li  pone  uno  poco  de  croco  quanto  li  dia  collore  et 
Yole  essere  uno  poco  duretto  e  quando  Toli  mectere  loro  in  muro 
la  caLcina  conviene  essere  secha  poi  pone  lo  mordente  non  troppo 
grosso  et  lassalo  stare  5.  o  6.  di  poi  mecto  suso  loro. 

153.  A  scrivare  dargento. — Pilglia  marchasita  che  tengha 
de  argento  et  macina  la  in  porfido  bene  subtili  cum  aceto  forte 
poi  lavala  et  purificala  bene  cum  laltro  aceto  poi  la  distempera 
cum  aqua  gummata  et  scrivi  quello  te  pare. 

154.  A  fare  collore  de  argento  hello  et  bono, — ^Tolli  stamgno 
limato  argento  vivo  ana  parte  doj  pisto  bene  cum  gummorabico 
humecttalo  in  aqua  et  scrivi  quello  te  piace  cum  esso  et  lassa 
secare  poi  le  porai  brunire. 

155.  A  mectere  a  oro  omne  corpo. — ^Awe  tartaro  atramento 
ariento  vivo  et  sale  et  distempera  omne  cosa  cum  forti  aceto  et 
scaldalo  uno  poco  al  foco  et  quando  tu  voli  dorare  pone  uno 
poco  daqua  in  uno  vaso  cio  e  de  la  sopra(Ucta  aqua  tanta  che 
copra  cio  che  tu  giette. 

156.  Ad  fatiendum  aureum  eollorem  pro  scribendo. — Recipe 
succum  celidonie  et  pone  in  ampulla  vitrea  et  bene  clausa  pona- 
tursubfimo  equino  aut  venatia  et  ibi  maneatper  mensem  postea 
extrahe  et  molletur  aliquantulum  de  auropiumento  cum  ipso 
licore  et  remitatur  in  fimo  per  quindecim  dies  tunc  erit  puri- 
ficatus  quum   autem  vis  scribere  mitcte  aliquas  guctas  dicti 

2  It  is  by  no  means  clear  what  the  Italians  understood  by  this  term.  The 
MS.  of  Le  Begue  shows  that  it  had  different  significations. 

3  Celidonia,  Chelidonium.     A  yellow  lake  is  made  irom  this  plant. 
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it,  pour  a  few  drops  of  this  liquid  into  a  shell  or  comet ;  then 
put  in  a  leaf  of  fine  gold,  and  liquefy  them  together,  and  after- 
wards write  with  a  pen  whatever  you  like,  and  burnish  the  writ- 
ing when  dry. 

157.  To  moke  gold  letters. — Take  gesso,  with  which  panels 
are  primed,  and  with  which  the  tailors  mark  their  thread,  and 
ochre,  and  also  a  little  white  of  egg,  well  beaten  with  a  sponge, 
or  otherwise ;  grind  all  these  things  together  for  a  considerable 
space  of  time,  and  add  a  little  wax  from  your  ear,  in  order  that 
it  may  flow  freely  from  the  pen.  Write  where  you  like,  and 
let  it  dry,  afterwards  put  the  gold  on  and  fix  it  with  cotton  ; 
when  dry,  biunish  it  with  the  tooth  of  a  wolf,  or  of  a  sucking  calf, 
or  of  a  mule,  or  of  an  ox,  or  with  a  stone,  or  knife. 

158.  To  write  in  gold  with  a  pen. — ^Take  water  of  cinnabar, 
and  saltpetre,  of  each  equal  quantities,  one  grain  of  common 
salt,  and  one  leaf  of  fine  gold,  which  you  must  put  into  a  shell 
along  with  the  before  mentioned  ingredients  in  the  evening, 
and  let  it  remain  all  night;  in  the  morning  write,  and  the 
letters  will  be  most  beautiful. 

159.  To  make  water  for  gilding, — Take  3  jars  of  water, 
\  lb.  of  roche  alum,  and  1  oz.  of  white,  that  is,  calcined  tartar, 
of  verdigris  about  as  much  as  a  bean,  and  one  handful  of 
common  salt ;  pound  all  well  together,  and  boil  them  down  to 
one-half  or  more,  and  with  that  water  paint  what  you  like. 

160.  To  make  size  for  gilding, — Take  of  gesso  sottile  about 
as  much  as  a  nut,  grind  it  with  clear  water,  and  make  it  to- 
lerably stifle ;  afterwards  take  some  Armenian  bole,  about  as 
much  as  a  bean,  and  grind  it  by  itself  with  clear  water.  Then 
mix  it  with  the  gesso,  and  add  a  sufficient  quantity  of  fine  glue 
already  dissolved,  a  little  white  sugar,  and  a  little  ear  wax, 
and  grind  all  these  ingredients  together.  And  know  that  the 
glue  must  be  made  so  as  not  to  stick  to  the  porphyry  in  the 
grinding,  and  when  you  wish  to  use  it,  place  it  upon  hot  ashes 
in  order  to  liquefy  it.  And  note,  that  if  the  glue  has  remained 
melted  in  the  vase  for  several  days,  it  is  better  and  lighter ; 


' 
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licoris  in  coclea  aut  cornetto  deinde  pone  unum  folhim  auri 
fini  et  liquefac  insimul  poetea  scribe  cum  pennaquid  vb  et 
quando  erit  sicce  burnias. 

157.  Ad  faciendum  literoi  aurat(u. — Summe  gissum  cum 
quo  ingessatur  tabulas  et  ocrea  i.  e.  cum  aqua  saccatoris  tin- 
gunt  filum  et  modicum  et  clare  ovi  bene  rupta  cum  spungiia 
aut  aliter  et  omnia  ista  insimul  macina  per  magnum  spatium 
deinde  toUe  modicum  de  sorde  aurium  et  macina  insimul  ita 
quod  currat  scribendo  deinde  scribe  ubi  vis  et  dimicte  siccarj 
postea  pone  aurum  desuper  et  firma  eum  cum  bombige  et 
quando  fuerit  siccum  burnias  cum  dente  lupino  vel  rictule  lac- 
tentis  vel  mule  aut  bovi  vel  cum  lapide  aut  telbella  [coltello  ?]. 

158.  Ad  scribendum  aurum  cum  callamo, — ToUe  aqua  cina- 
brij  sal  nitrij  et  unum  granum  salis  comunis  ana  et  unum 
folium  auri  fini  quem  pone  in  una  coclea  simul  cum  predittis 
rebus  in  sero  per  noctem  et  in  mane  scribe  et  erunt  pulche- 
rime. 

159.  Adfaiiendam  aquam  ad  aurandum, — Habeas  tres  or- 
oiolos  aque  et  libram  mediam  aluminis  roccj  et  untiam  unam 
tasi  albi  i.  e.  calcinati  et  viride  ramum  quantum  est  faba  et 
manipulum  unum  salis  comunis  et  bene  ad  invicem  pistentur 
et  tantum  bulliat  quod  deveniat  ad  medietatem  vel  plus  et  cum 
aqua  ilia  pinge  quid  vis.  > 

160.  Affare  scisa  da  mectere  oro, — Habeas  gissum  subtilem 
quantum  est  nux  et  macina  cum  aqua  clara  et  fatias  eum  alir 
qualiter  sodum  postea  Recipe  bolum  arminium  quantum  est 
faba  et  macina  eum  de  per  se  cum  aqua  clara  postea  missce 
cum  preditto  gisso  deinde  habeas  collam  nobilem  distempe- 
ratam  et  mite  intus  quantum  necessarium  est  postmodum  pone 
intus  aliquantulum  zucheri  albi  et  aliquantulum  fectie  "^auri- 
cularum  et  predicta  insimul  macina.  Et  scias  quod  colla 
debet  esse  taliter  quod  in  macinando  se  adhereat  porfido  ali- 
quantulum et  quando  vis  operare  pone  earn  super  calidum 
cenigem  ut  bene  liquescat  et  nota  quod  si  colla  staret  aliquibus 

VOL.  II.  L 
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and  if  the  mordant  is  laid  too  thickly  upon  tfie  paper,  scrape  it 
smooth  and  thin.  When  you  wish  to  lay  the  gold  on  it,  hathe 
it  with  clear  water,  put  on  the  gold,  and  fix  it  with  the  cotton, 
and  when  it  is  dry  humish  it  well  with  a  tooth.  If  the  mordant 
is  too  soft,  put  a  little  white  of  egg  into  the  water,  when  you 
are  applying  the  gold,  or  add  Some  to  the  mordant,  and  it  will 
be  good. 

161.  To  mahe  iize  for  gilding. — ^Take  gum  ammoniac,  and 
grind  it  first  without  water,  and  then  with  the  juice  of  garlic, 
to  which  add  a  little  Armenian  bole,  and  when  the  mass  Is 
dry,  it  must  be  ground  up  again  with  the  garlic  juice ;  then 
apply  it  where  you  please,  and  afterwards  lay  on  the  gold. 

162.  To  draw  outlines  of  gold  with  size. — Take  gesso  sot- 
tile,*  and  grind  it  with  white  of  egg,  neither  beaten  nor 
whipped,  add  to  it  a  little  honey  of  roses,'  and  a  drop  or  two 
of  weak  size  at  discretion,  with  a  little  ear  wax.  Then  make 
the  outlines  or  other  things,  and,  when  dry,  breathe  upon  them 
a  little,  and  immediately  apply  the  gold,  and  press  it  gently 
with  the  cotton ;  then  burnish  it,  and  it  will  be  lustrous  and 
beautiful. 

163.  To  make  letters  of  gold — proved^  and  true. — Take  fine 
gold,  and  grind  it  on  porphyry  with  roche  alum ;  then  take  up 
very  carefully  the  gold  and  alum,  and  put  the  mixture  into  a 
glass  saucer ;  wash  it  several  times  with  tepid  water,  then  with 
cold  water,  and  each  time  let  it  settle,  in  order  that  the  gold 
may  sink  to  the  bottom ;  when  the  gold  is  well  purified  and 
cleansed,  let  it  dry.  When  you  wish  to  use  it,  distemper  Jt 
with  gum  water,  and  write  whatever  you  please ;  let  it  dry^ 
and  then  burnish  it  if  you  think  proper. 

164.  To  torite  gold  letters  with  a  pen  as  hefbre. — ^Take  fine 
gold  leaf  and  mix  it  with  white  honey  in  a  saucer,  then  grind 
it  upon  porphyry  very  fine  with  common  salt,  wash  it  with  hot 
water  like  "  smalto,"  and  do  as  before. 


1  See  No.  213. 
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diebns  in  vascnlo  distemperata  esset  melius  et  levius  et  quando 
ascisa  esset  nimis  grossa  super  cartam  rade  earn  ut  sit  bene 
eqiiales  et  subtilis  et  quando  yis  super  earn  aurum  ponere  bal- 
nea earn  cum  aqua  clara  et  pone  aurum  et  firma  cum  bombice 
et  com  siccum  fuerit  bene  cum  dente  bumias,  et  si  esset  nimis 
dulcis  pone  in  aqua  quando  mictis  aurum  pone  desuper  ascisa 
vel  cum  aqua  aliquaatulum  clare  ovi  et  bonum  erit 

161.  A  fare  teisa  per  mectare  oro. — ^Recipe  armoniaco  et 
macinalo  senza  aqua  poi  tollj  sugo  dalglio  et  madna  lo  armo- 
niaco cum  lo  ditto  sugo  et  mectice  un  poco  de  bolarminio  et 
quando  fusse  secco  se  vole  remacinare  cum  lo  dicto  sugo  e 
dallo  doi  roi  poi  mete  loro. 

162.  A  fare  ilproJUo  daro  cum  scisa. — ^Tolli  gesso  subtili  et 
macinalo  cum  cfaiara  dovo  che  non  sia  rupta  ne  dibatuta  et 
metice  uno  poco  de  mele  rosato  et  alcuna  goccia  de  colla  dolce 
a  tua  discretione  cum  uno  poco  de  scarcatura  de  orechie  et  poi 
fa  li  profili,  o  altro  et  quando  e  secco  ansciare  suso  uno  poco 
e  subito  mette  loro  et  calcalo  uno  poco  cum  lo  bambagio  poi 
lo  brunisse  et  sera  lustro  et  bello. 

163.  A  fare  Uttere  daro  pravata  et  vera. — ^Hawe  oro  fino  et 
macinalo  in  porfido  cum  alumj  de  rocho  molto  bene  subtili  poi 
recolgli  el  dicto  oro  et  alumj  macinato  molto  bene  et  metilo  in 
una  scudella  de  vetrio  poi  lo  lava  piu  volte  cum  aqua  tepida  et 
poi  cum  la  fresca  et  omni  volta  laasa  possare  acio  loro  se  ne  vada 
in  fundo  et  quando  loro  sera  bene  purificato  et  netto  lassalo 
secare  et  quando  lo  \orai  operare  distemperalo  cum  aqua  go- 
mata  et  scrivi  quello  te  piace  et  lassa  seccare  e  poi  lo  brunissci 
parendoti. 

164.  A  scrware  oro  cum  penna  ut  supra. — Havve  oro  fino  in 
folglio  et  mistalo  cum  mele  bianco  in  una  scudella  poi  lo  ma- 
dna in  porfido  overo  macinalo  in  porfido  cum  sale  comuno 
molto  bene  subtili  poi  lo  lava  cum  aqua  tepida  ad  modo  de 
smalto  et  segmta  commo  de  sopra. 

s  The  Ricettario  Fiorentino  gives  a  recipe  for  this  compound.  It  consists 
of  Infu^on  of  Roses,  6  lbs. ;  white  sugar,  2^  lbs. ;  best  honey,  1}  lb. 

h2 
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165.  The  same — another  way. — Take  a  little  gum,  white, 
fine,  and  clear,  and  soak  it  in  a  shell  with  a  little  rose-water 
for  the  space  of  one  natural  day  or  night ;  then  take  a  clean 
glazed  saucer,  and  moisten  the  saucer  with  the  liquefied  gum« 
Next  take  fine  gold  leaf,  and  mix  it  with  the  gum,  and  having 
ground  it  fine,  wash  it  as  you  did  before,  untU  it  be  well 
washed,  purified  and  cleaned.  Distemper  it  with  gum  water, 
in  the  manner  I  mentioned  in  the  other  recipes. 

166.  To  make  a  mordant  for  btimuhing  and  laying  on  gold. 
— Take  of  gesso,  sottile  as  much  as  a  nut,  a  little  vermilion, 
sufficient  to  give  it  colour,  and  a  piece  about  twice  as  large  as 
a  bean  of  hepatic  aloes,^  and  grind  all  together  with  clean 
water  on  porphyry  or  marble,  imtil  reduced  to  a  very  fine 
powder.  Then  let  it  dry,  and  grind  it  again  with  water  ;  let 
it  dry  again,  then  grind  it  afresh  with  gum-water  mixed  with 
half  as  much  again  of  white  of  egg,  and  with  a  little  honey  of 
roses,  and  a  piece  about  the  size  of  a  bean  of  sugar  candy ; 
grind  all  these  things  well  together,  "and  while  grinding  add  a 
little  wax  from  the  ear.  When  gi*ound,  put  the  powder  into  a 
small  horn  and  let  it  settle  for  the  space  of  two  or  three  Mays ; 
then  throw  away  all  the  scum  which  will  rise  to  the  top,  use  it, 
scraping  away  the  thicker  parts,  and  immediately  apply  the 
gold  and  burnish  it. 

167.  To  make  a  good  mordant  for  gilding^  which  is  easily 
prepared.— Take  good  weak  glue,  with  a  little  gesso  sottile 
and  a  little  saflron,  grind  it  all  together ;  then  lay  the  mixture 
wherever  you  like  and  let  it  dry.  Then,  breathing  on  it,  lay 
on  the  gold  and  burnish  it. 

168.  To  make  a  golden  colour  for  writing  with  a  pen  on  paper 
and  canvas. — Take  tin  and  quicksilver  in  equal  quantities  at 
pleasure,  first  put  the  tin  to  melt  in  a  crucible,  and  wheii  it  is 
melted  pour  into  it  the  quicksilver,  and  mix  the  ingredients 
well  with  a  stick,  and  incorporate  them  together,  and  they  will 

I  This  substance  was  formerly  much  used  in  varnishes  to  give  them  a 
yellow  colour.    See  No.  204. 
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165.  Ad  idem  per  aiiam  viam. — ^Tolli  uno  poco  de  gomma 
bianca  et  bella  et  chiara  et  media  a  mollo  in  una  coccia  cum 
uno  pocho  daqua  rosata  per  spatio  duno  di  natural!  o  nocte  poi 
tolli  una  scudella  vitriata  bene  necta  et  unge  la  dicta  scutella 
cum  la  dicta  gomma  liquefatta  poi  tolli  oro  fino  in  folglio  et 
tnistalo  cum  la  dicta  gomma  poi  lo  pone  a  macinare  bene  sub- 
fill  et  lavalo  commo  facesti  disopra  tanto  che  sia  bene  lavato 
purificato  et  necto  et  lo  distempera  cum  aqua  gomata  ut  te 
certiorem  feci  in  aliis  receptis  ut  supra. 

166.  A  fare  scisa  per  brunire  et  porre  oro. — Awe  gesso  sub- 
till  quanto  una  noce  et  uno  poco  de  cinabrio  quanto  li  dia  col- 
lore  et  quanto  seria  doi  fave  de  aloe  pattico  et  macina  omne 
cosa  iiislemj  cum  aqua  chiara  in  porfido  o  in  marmo  tanto  che 
sia  sutilissima  poi  la  lassa  secare  poi  la  macina  una  altra  volta 
cum  aqua  et  lassa  secare  poi  la  remacina  de  novo  cum  aqua 
gomata  et  chiara  dovo  la  mita  piu  che  laqua  gomata  et  un 
poco  de  mele  rosato  et  quanto  una  fava  de  zucaro  candio  et 
macina  multo  bene  insiemj  omne  cosa  et  macinado  metice  uno 
poco  de  bructura  de  orechie  et  macinata  che  sera  metila  in  lo 
cometo  et  lassala  possare  per  spatio  di  doi  o  tre  di  po  gietta 
via  tutta  quella  schiuma  che  ella  mandara  di  sopra  poi  lado- 
pera  radendo  le  parti  grosse  poi  ansciando  et  subito  mete  loro 
fet  brunissce. 

167.  A  fare  scisa  bona  et  breve  per  mettere  oro, — Pilgliacolla 
gentili  che  sia  dolce  cum  uno  poco  de  gesso  subtili  et  uno  poco 
de  zafferamj  et  macina  omne  cosa  insiemj  poi  lo  pone  dove  voglj 
et  lassa  secare  poi  ansciandoce  mecti  loro  et  brunissce. 

168.  A  fare  collore  doro  da  scrivare  cum  penna  in  carta  et  in 
tela, — Tolli  stangno  argento  vivo  ana  el  tu  volere  prima  pone 
lo  stagno  in  uno  crugiolo  a  fandare  et  quando  sera  bene  iuso 
buttace  dentro  lo  argento  vivo  et  mistalo  molto  bene  cum  uno 
bastone  et  incorporali  bene  insiemj  et  vira  ad  modo  de  polvere 
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become  like  dust ;  then  throw  this  dust  into  a  saucer,  and  take 
sulphur  and  sal-ammoniac  of  each  the  same  quantity  as  of  the 
quicksilver ;  pound  the  whole  very  fine,  and  mix  it  all  together, 
put  it  into  a  bottle  luted  from  the  neck  downwards.  Close 
the  bottle  well  with  an  iron  cover  and  lute  the  top  of  it  with 
lutum  sapientiffi ;  then  set  it  to  boil  over  the  fire  until  the 
moisture  ia  evaporated  and  coiunimed  by  a  slow  fire.  Let  it 
cool,  and  break  the  vase,  and  you  will  find  a  fine  and  good 
golden  colour ;  and  when  you  wish  to  write,  take  some  of  this 
mixture,  and  grind  it  very  fine  with  white  of  egg ;  then  put  it 
into  a  horn  and  write,  and  the  letters  will  appear  fine  and  dbdning. 

169.  To  lay  gold  on  paper  for  Utters. — Take  gesso  sottile, 
and  grind  it  with  glue  not  too  strong ;  then  add  small  quantities 
of  Armenian  bole,  sugar  candy,  red  sugar,  and  honey  of  roses, 
grind  the  whole  together,  and  apply  it  wherever  you  like,  and 
when  dry,  scrape  the  rough  parts,  and  breathe  on  the  paper, 
and  immediately  put  on  the  gold,  and  then  burnish  it. 

170.  To  make  a  mordant  for  burnishing  and  gilding, — Take 
a  little  gesso  well  groimd,  and  then  take  one-third  part  of  parch- 
ment glue,  and  soak  it  in  water ;  grind  it  all  together  with  a 
little  minium,  and  it  will  be  good. 

171.  To  make  mordants  for  gilding  on  fgures,  on  canvas,  on 
stone,  on  wood,  on  gesso,  and  on  mortar  or  walls. — Take  lithai^, 
verdigris,  and  a  little  ochre,  and  grind  them  mih  a  little  linseed 
oil  and  liquid  varnish ;  incorporate  them  well  together,  and  then 
gild  in  the  usual  manner. 

172.  To  make  a  toaterfor  gilding  all  things. — Take  the 
marcasite  of  gold,*  and  grind  it  well  upon  porphyry  with  very 
strong  vinegar ;  then  boil,  and  treat  the  mixture  like  salts ; 
afterwards  distil  it  through  an  alembic,  and  three  waters  will 

^  Auriferous  Iron  Pyrites.  Phillips  (Mineralogy,  pp.  219,  324)  says 
this  mineral  contains  gold.  Beckmann  (Inventions,  Tit.  Zinc)  remarks, 
that  that  was  the  true  Marchasita  aurea  which  contained  Zinc.  He 
adds  this  is  properly  a  stone,  the  metallic  particles  of  which  were  so  en- 
tirely sublimated  by  fire,  that  nothing  but  useless  ashes  remuned  behind. 
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poi  butta  questa  polvere  in  una  scudella  poi  toUj  soIIq  et  altre- 
tanto  sale  armooiaco  egualmente  quaato  fii  lo  fioprascripto  ar* 
gento  idvo  et  pista  menutx)  b^ne  subtilj  et  nuscola  insiemj  osam 
eosa  et  metila  in  una  boccia  alutata  dal  coUo  ii:^U99  et  obtura 
molto  bene  la  bocca  cum  uno  copercbk)  de  f<^rro  et  diaopra  ob- 
tura cum  luto  de  sapientia  poi  lo  pone  a  buUire  «!  fuoco  per  in 
fine  che  le  humedita  de  le  dicte  coee  siano  giallate  via  et  eon- 
aumate  cum  fuoco  temperato  poi  lassa  fredare  et  rompe  lo  vaso 
et  troyarai  collore  doro  bello  e  bono  et  quando  tu  voraj  scrivare 
toUi  de  la  dita  mistura  et  macinala  cum  chiara  dovo  bene  sub- 
tili  poi  lo  pone  in  uno  comecto  et  scrivi  poi  aparerannp  lustre 
et  belle. 

169.  A  mecUire  oro  in  carta  cum  Utera. — ^ToUi  gesBO  subtili 
et  macinalp  cum  colla  mm  troppo  forte  poi  ce  pone  uno  poco 
de  bolo  arminio  et  uno  poco  de  candio  et  uno  poco  de  zucaro 
rosso  et  uno  poco  de  mele  rosato  et  macina  insiemi  ^t  dallo  dove 
voi  et  quando  e  secco  rade  le  parti  grosse  et  i^niM^iace  suso  et 
subito  mete  loro  poi  brunissce. 

170.  A  fare  scisa  da  brunire  eparre  oro. — Awe  uno  poco  de 
gesso  ben  trito  poi  tolli  la  quarta  parte  de  colla  de  carte  et  polla 
a  moUo  cum  laqua  poi  macizi^  omnQ  cosa  insiemj  pum  uiippoco 
de  minio  et  sera  bona. 

171.  A  farp  mordenti  da  metere  cro  in  Jigure  in  parmo  in 
petra  in  ligno  in  gesso  e  in  calcina  o  muro. — Recipe  litargirio 
verderamo  et  uno  poco  de  ocria  e  maciqale  cum  uno  pocho  de 
olio  de  seme  de  lino  et  cum  uno  poco  de  verniqe  liquida  et  in- 
corpora  multo  bene  insiemj  poi  fa  cpmmo  se  fa  per  mectere  <Mro. 

172.  Ad  afare  una  aqua  da  dorare  omnia. — Summe  marcfae- 
sitam  auri  quam  optime  terie  super  porfidmn  cum  aceto  acer- 
rimo  et  iude  buUant  ut  fiant  sicut  sala  postea  distilla  per  alem- 
bicum  et  exibunt  tres  aque  cum  prima  ^pribitur  in  carta  cum 


It  contained  fixed  quicksilver,  communicated  a  colour  to  metals,  buraed  in 
the  fire,  and  was  at  length  entirely  consumed.  Agricola  had  said  the  same 
thing  200  years  before.  Compare  Agricola  de  Metallicis,  pp.  181,  343, 
376,  436,438,  Ed.  Venezia,  1550;  and  see  Matthioli,  1443. 
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come  over.  With  the  first  you  may  write  on  paper;  with  the 
second,  which  is  red,  you  may  write  on  canvas,  on  iron,  or  on 
gesso,  and  when  it  is  dry  ruh  it  with  a  rough  cloth,  and  it  will 
become  fine  and  shining  gold ;  and  with  the  third,  which  is 
black,  you  may  write  upon  glass,  and  when  it  is  dry  you  may 
rub  it  with  a  very  harsh  and  rough  cloth^  and  it  will  be  splendid 
gold. 

173.  To  make  a  mordant  for  gilding  on  paper,  and  for  bur^ 
nishing  according  to  the  German  manner, — Take  gesso  sottile 
and  white  clay  in  equal  quantities,  and  temper  them,  as  if  for 
writing,  with  white  of  egg  beaten  up  with  the  milk  of  a  fig-tree  ; 
write  whatever  you  like  upon  paper  previously  polished  with  a 
tooth.  Then  let  it  dry  and  scrape  ofi^the  rough  parts.  Then 
take  white  of  egg  coloured  with  safiron,  lay  on  the  white  of  egg 
by  degrees  with  the  paint-brush,  and  directly  afterwards  apply 
the  gold  or  silver  leaf,  press  it  lightly  with  the  cotton,  and  let 
it  dry.  When  dry,  clean  it  with  bread-crumbs,  first  polishing 
it  with  a  tooth,  and  it  w'ill  stand  well. 

174.  To  make  purple  oricello. — ^Oricello  has  a  purple  colour  ; 
boil  some  water,  when  it  is  hot  liquefy  the  oricello  in  it,  and 
rub.it  hard,  and  press  it  through  a  strainer  into  a  glass  goblet, 
boil  the  water  as  you  did  before,  and  strain  it  two  or  three 

times.     Then  put  a  strip  of  safiron  and  a  piece  of  gum  into  an 

,  •  •  • 

egg-shell,  and  warm  it  on  the  coals,  and  do  this  2  or  3  times, 
and  the  next  day,  when  that  water  has  settled,  strain  it  well 
through  a  strainer  and  distemper  it^  and  lay  it  upon  paper,  and 
write,  and  then  let  it  dry.  Theu  take  gum  ammoniac  and 
grind  it  well  with  ley,  and  mix  a  little  vermilion  with  it,  and 
write  whatever  you  like  upon  the  oricello  with  a  paint-brush  or 
a  pen,  and  let  it  dry.  Having  done  this,  take  a  leaf  of  gold 
between  yoiur  little  finger  and  thumb,  blow  upon  the  leaf,  and 
place  it  upon  the  gum  ammoniac,  and  fix  it  well  first  with  your 
finger  and  afterwards  with  a  stone,  but  do  not  rub  it  Clean  it 
with  bread  crumbs ;  do  this  once  or  twice ;  if  you  mix  the  ori- 
cello with  lake  or  vermilion  it  will  be  brighter. 

175.  For  the  same^  anoUter  tcav. — Take  the  milk  of  the  fig- 
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seconda  que  est  rubea  scribitur  in  telaaut  ferro  vel  in  gisso  et 
ea  sicca  firicatur  cum  panno  aspero  et  fiet  aurum  pulcrum  et 
lustrum :  cum  tertia  vero  aqua  que  est  nigra  scribitur  super 
vitrium  et  ea  sicca  fricatur  cum  acerrimo  et  aspero  panno  et  fiet 
aurum  nobilissimum. 


173.  A  fare  scisa  per  metere  oro  in  carta  e  per  brunire  secondo 
luso  thodesco. — ^Invenies  gissum  subtilem  et  cretam  albam  equa- 
liter  et  bene  tempera  cum  clara  ovj  que  sit  rupta  cum  fici  lacte 
et  earn  tempera  ad  usum  scribendi  et  scribe  quid  vis  in  carta 
prius  cum  dente  polita  et  permicte  siccarj  et  inde  rade  rudes 
partes  deinde  tolle  claram  cum  crocho  coloratam  et  cum  penello 
paulatim  supermite  claram  et  postea  statim  supermicte  folium 
auri  aut  argenti  et  firma  eum  modicum  t*um  bomboce  et  per- 
mitte  sicari  et  sicco  purifica  eum  panis  mulica  prius  cuin  dente 
polita  et  peroptime  manebit* 

174.  Adauricellampurpureamfatiendum. — Auricellam  pur- 
pureum  habet  coUorem  sed  buUi  aquam  bene  et  captefacta 
uuricellam  liquefac  ihtus  et  frica  fortiter  et  frica  per  stamineum 
in  parascide  vitreo  et  iterum  bulli  aqua  similiter  ut  prius  fecisti 
^i  pro  bis  yel  ter  cola  aquam  illam  et  sic  filo  croci  et  gummj  in 
testa  ovi  et  calefac  super  prunam  et  feceris  bis  vel  ter  in  sequent! 
die  aquam  preditam  cum  resedit  bene  iterum  cola  per  stamen 
et  colata  tempera  et  in  carta  pone  et  scribe  inde  permitte  sicari 
postea  tolle  armoniacum  et  ipsum  fortiter  tere  cum  urina  et 
immisce  aliquantulum  de  cinaprio  postea  super  auricellam  cumi 
penello  vel  pennam  quod  vis  scribe  et  permitte  sicari.  Hoc 
facto  tolle  folium  auri  et  digito  parum  vidat  et  ad  maximam 
-druge  folium  et  super  armoniacum  pone  et  cum  digito  ferma 
bene  postea  cum  lapide  et  noli  fricare  et  cum  panis  mulica 
purifica  hoc  fac  semel  vel  bis  demum  sublimj  capum  auricelle 
cum  laccha  vel  cinabrij  et  clarius  erit. 

175.  Ad  idem  alio  modo. — Summe  lac  ficus  et  misce  cum 


476  BOLOQNBSB  MANUSCBIPT. 

tree,  mix  it  with  white  of  egg  reddened  with  yermilion,  and 
write  what  you  please  upon  paper,  axid  let  it  dry ;  then  lay  the 
juice  upon  it  and  do  not  ruh  it,  hut  press  it  with  a  stone,  and 
polish  it  with  a  fine  cloth. 

176.  To  make  water  of  quicksilver^  for  gilding  ostrich  feathers 
arid  other  things  very  beautifully. — First  lay  a  stratum  of  com- 
mon salt  in  a  retort,  and  on  that  lay  quicksilver,  cover  the  ves- 
sel with  an  alemhic  with  a  very  large  head,  and  let  the  retort 
be  a  very  long  one.  Distil  it  with  a  slow  fire,  and  afterwards 
preserve  it,  and  when  you  wish  to  use  it,  take  some  of  the  water 
and  dip  in  it  an  ostrich  feather,  wetting  it  on  each  side,  and  let 
it  dry  well ;  do  this  twice,  and  the  third  time  dip  it  and  do  not 
dry  it,  and  while  it  is  still  wet  spread  gold  leaf  on  both  sides  of 
it,  and  hold  it  to  the  fire  and  shake  it,  for  the  whole  feather 
will  then  become  gilt. 

B.  177.  To  make  a  mordant  for  gilding  on  ^paper^  on  walls^ 
and  on  everything  else^  8fc. — Take  parchment  glue,  poiir  on  it  a 
little  cold  water,  and  let  it  stand  3  days  in  the  shade ;  then  put 
it  in  the  sun  until  it  becomes  decomposed,  and  if  there  is  not 
enough  water,  add  more  to  it ;  and  when  quite  decomposed, 
reduce  to  powder  some  tiles  or  red  earthen  vessel  not  over-baked, 
or  gesso  sottile,  and  mix  them  well  together,  and  then  spread 
the  mixture  thinly  wherever  you  like,  lay  the  gold  on  it,  and  let 
it  dry,  and  then  burnish  it  with  a  boar's  or  a  horse's  tooth. 

B.  178.  To  write  in  gold  on  any  cloth  you  like, — ^Take  ox-gall 
dried  in  the  smoke,  distemper  it  with  gum  arabic,  and  write 
wherever  you  like ;  when  it  is  nearly  dry,  apply  gold  upon  it, 
and  it  will  be  good,  &c. 

1  In  this  recipe,  the  term  ^*  Azoch  *'  is  used  to  denote  the  metal  mercury 
or  qmcksilver.  It  is  derived  from  the  Arabic.  From  the  Arabic  it  passed 
into  the  vocabulary  of  the  Alohemists,  where  it  was  u$ed  to  denote  the  mer- 
cury of  metals,  the  first  principle  of  metals^  and  an  universal  medicine.  Pa- 
racelsus used  to  boast  that  he  had  a  spirit  at  his  command,  called  *'  Azoth/' 
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clara  rubificata  cam  cinabrio  et  quodvis  scribe  in  carta  et  per- 
mitte  sicarj  deiade  superpone  succum  et  noli  fricare  sed  cum 
lapide  firma  et  com  pano  levis  pmifica. 

176.  Ad  fatiendum  aquam  azoch  ad  chaurandum  pennas 
strutii  et  alia  valde  pulcherrime. — ^Primo  be  stratum  salis  co- 
munis  in  urinali  et  superpone  azodi  yirum  et  superpone  alem* 
bicum  cum  capite  valde  magnum  et  At  orinale  bene  longum  et 
distilla  cum  lento  igne  postea  senra  et  cum  vis  operari  tolle  de 
dicta  aqua  cum  qua  madefatiaflpennam  strutii  ab  utroque  latere 
et  dimicte  bene  sicari  et  sic  fatias  bis  terzia  vice  balnea  et  non 
sicces  et  super  cam  sic  balneatam  extende  folia  solis  ab  utraque 
parte  et  monde  ad  ignem,  et  scurla  quia  tota  ibi  penna  efficitur 
aurea. 

B.  177.  Affare  scisadapore  oro  incartamuro  etin  omniaUro 
luoco. — Recipe  colla  de  carta  et  mectili  uno  poco  daqua  chiara 
et  lassala  stare  tre  di  alombra  poi  la  pone  al  sole  tanto  che 
diventa  tucta  putrefacta  et  marda  et  puzzolento  et  se  mancasse 
laqua  agiongnidne  et  quando  e  bene  diffatta  &  polvere  de  tegoli 
o  de  coppi  rossi  non  tracotti  overo  gesso  subtili  et  misticale  in* 
siemj  et  poi  dalla  ove  tu  [vuoi  ?]  subtili  et  desopra  pone  loro 
et  lassa  jsecare  de  poi  lo  inbrunisce  cum  uno  dente  porcino  o 
cavallino  etc. 

R  178.  A  scrivare  doro  in  onme  drappo  che  voi. — ^Eecipe 
fele  de  bo  secco  al  fumo  et  distemperalo  cum  gomarabico  et 
scrivi  ove  tu  voli  et  commo  e  quasi  secco  pone  sopra  loro  et  sera 
bello  etc. 

whom  he  kept  imprisoned  in  a  jewel ;  and  in  many  of  the  old  portraits  he 
is  represented  with  a  jewel  inscribed  with  the  word  "  Azoth"  in  his  hand. 
The  Spanish  name  for  mercury^  Azogue,  b  derived  from  Azoth. 
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HEBE  BEGINS  THE  HEADING  OF  THE  SEVENTH 

CHAPTER 

ON  MAKING  VERMILIONS,  AND  MANY  OTHER  COLOURS  OF  DIF- 
FERENT KINDS.  AND  ON  THE  MIXING  OF  COLOURS;  AND 
OF  THE  TEMPERING  OF  COLOURS,  ACCORDING  TO  MAGISTER 
JACOBUS  DE  THOLETO.      AND  FIRST  TO  MAKE  VERMIUON. 

179.  To  make  vermilion. — Take  of  quicksilver  two  parts,  of 
sulphur  one  part ;  first  melt  the  sulphur,  then  add  the  quick- 
silver, mix  them  well,  and  reduce  them  to  powder,  and  then 
put  the  powder  into  a  flask  luted  with  lutum  sapientiae  as 
lugh  as  the  neck.  Place  the  flask  on  the  ashes  until  all  the 
humidity  is  driven  off;  then  close  the  mouth  of  the  flask  with 
cotton,  and  give  it  a  tolerably  strong  fire  until  the  matter  rises 
to  the  neck  of  the  flask  and  is  very  red ;  then  take  it  firom  the 
fire,  let  it  cool,  and  it  is  done. 

180.  To  make  vermilion. — Take  1  lb.  of  sulphur  vivum, 
with  one  pound  of  quicksilver,  and  4  oz.  of  tin ;  put  them  into 
a  crucible  well  covered  with  lutum  sapientie,  apply  heat 
until  a  knife  held  to  the  opening  of  the  crucible  is  no  longer 
discoloured  or  turned  blue,  and  you  will  have  good  vermilion. 

181.  For  the  same,  another  voay. — ^Take  of  sulphur  vivum 
3  lbs.,  put  it  into  a  basin,  and  cover  it  with  another  basin,  and 
make  a  fire  under  it,  and,  when  it  is  melted,  add  a  pound  of 
mercury,  and  incorporate  them  well  by  mixing  them  until  they 
harden ;  when  cold,  grind  the  mass  well  upon  marble,  put  the 
powder  into  a  bottle,  and  close  up  the  mouth  of  the  bottle  with 
earth ;  make  a  moderate  fire  under  it,  and  when  you  see  the 
contents  rise  so  as  to  fill  the  whole  of  the  bottle,  remove  it  from 
the  fire,  and  let  it  cool.  Then  break  the  bottle,  and  it  will  be 
perfect  vermilion. 
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INCIPIT  DISTINTIO  SEPCTIMI  CAPITULI 

DE  CINABRIIS   FIENDK.      ET  MULTIS  ALUS   DIVERSIS  COLLORI- 
BUS.      ET  DE  MISTURIS  COLLORUM.      ET  AD  COLLORES  DIS- 
•     TEMPERANDUM  SECUNDUM  MAGISTRUM  JACOBUM  DE  THO- 
LETO.      ET  PRIMO  AD  FATIENDUM  CINABRIUM. 

179.  Ad  cinabrium  faciendum. — Beccipe  argento  vivo  parte 
doi  soplfaro  parte  una  et  prima  disfa  lo  solpho  de  po  ce  pone 
lo  argento  vivo  et  misticali  bene  et  reduUi  in  polvere  depoi  lo 
pone  in  una  ampoUa  lutata  da  luto  de  sapientia  in  fino  al  collo 
poi  la  pone  sopra  le  cinige  per  infino  a  tanto  che  le  humidita 
sieno  andate  via  poi  serra  la  bocca  de  lampoUa  cum  lo  bam- 
bagio  e  dalli  lo  foco  uno  poco  grande  per  infino  che  la  materia 
monta  a  presso  el  collo  de  lampoUa  e  sia  bene  rosso  de  po  H 
tolli  lo  foco  e  lassa  fredare  e  fatto. 

180.  Ad  faciendum  cinabrium, — Summe  libram  j  sulphuris 
vivi  cum  una  libra  argenti  vivi  et  quatuor  untias  stangni  et 
pone  in  crisole  bene  obturato  cum  luto  sapientie  et  quoque  tarn 
diu  quod  cultellus  non  blueatur  a  foraminibus  crugibuli  et 
habebis  cinabrium  bonum. 

181.  Ad  idem  alio  mode. — Recipe  sulphur  vivi  libras  tres  et 
pone  in  una  paraside  et  coperi  eam  bene  cum  alia  paraside  et 
fac  subtus  ingnem  et  quando  est  liqiiefactum  pone  intus  unam 
libram  mercurii  et  incorpora  bene  mistando  dummodo  induratur 
et  quando  frigidum  fiierit  macina  eum  bene  super  marmorem 
et  pone  eam  pulverem  in  una  bocia  et  claude  os  botie  terra  e- 
fac  subtus  unum  modicum  ingnis  et  quando  vides  quod  ellevat 
tur  iutantum  quod  impleat  totam  bociam  tunc  remove  ab  igne 
et  dimite  frigidari  deinde  frange  bociam  et  erit  cinabrium  per- 
fectum. 
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182.  To  make  vermilion.^ — Take  1  part  of  quicksilver  and 
two  parts  of  sulphur,  clean,  yellow,  and  well  ground ;  put  all 
into  a  bottle  and  cover  it  lightly  with  lutum  sapiential ;  then 
put  it  into  the  furnace,  and  give  it  at  first  a  gentle  fire ;  cover 
the  mouth  of  the  bottle  with  a  tile,  and  when  you  see  a  yellow 
smoke,  keep  up  the  fire  until  you  see  the  smoke  come  off  red  or 
scarlet ;  then  remove  the  fire,  and  when  it  is  cold  you  will  find 
fine  vermilion. 

183.  For  the  same,  another  way. — Take  a  glass  jar  luted 
with  lutum  sapientiae  up  to  the  neck,  then  take  2  parts  of 
white  sulphur  well  ground  and  one  part  of  quicksilver ;  after- 
wards put  them  into  the  flask ;  then  make  a  small  charcoal  fire, 
and  place  four  stones  round  it ;  set  the  flask  upon  them,  and 
cover  it  with  a  tile.  Uncover  it  frequently ;  and  when  you  see 
a  blue  smoke  come  out  of  it,  cmer  it  up  until  you  see  a  red 
smoke ;  then  take  it  away  from  the  fire,  for  it  is  done. 

184.  To  make  a  yeUowfor  drawing  gold  flowers  on  paper. — 
Take  a  little  safiron  and  a  little  white  lead,  and  distemper 
them  together  with  gum- water ;  let  them  stand  so  as  to  be 
well  incorporated  for  half  an  hour,  and  it  is  done. 

185.  To  make  a  very  beautiful  white,.'^Take  egg-dhells  and 
well-pounded  glass  and  mix  them  together ;  then  put  the  mass 
into  an  earthen  jar,  and  place  the  jar  in  a  furnace  for  one 
natural  day.  Then  take  it  out  and  keep  it.  And  when  you 
wish  to  use  it,  grind  it  very  well  upon  marble,  and  distemper  it 
with  gum-water. 

186.  To  make  vermUion  quickly. — ^Take  1  lb.  of  lead,  ^  lb. 
of  quicksilver,  and  4  parts  of  yellow  sulphur  ;  grind  all  these 
things  well  together,  and  put  them  into  an  earthen  jar  over 
the  fi^re  for  14  hours,  and  it  will  be  done* 

187.  To  make  camillina. — Take  vermilion,  azure,  and  ceruse, 
and  grind  them  together ;  and  if  the  colour  is  to  be  dark,  put 
more  vermilion  and  azure,  and  it  will  be  good. 

I  Recipes  nearly  similar  to  this  and  the  next  are  contained  in  the  MS.  of 
Le  Begue,  Nos.  174,  175. 
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18^.  Ad  faciendum  etnabriunu — ^Tolli  una  parte  de  argento 
tIto  et  doi  parte  de  solfb  giallo  e  necto  e  ben  macinato  poi 
pone  omne  cosa  in  tina  bocia  et  incoprila  legiermente  cnm  Into 
de  sapientia  poi  la  pone  in  lo  fomello  et  dalli  da  prima  lo  foco 
ligiero  et  copre  la  bocca  della  bocia  cnm  nna  tegola,  e  quando 
tn  yederai  lo  fiimi  giallo  continua  lo  foco  per  infino  che  vederai 
nscire  el  fnmo  rosso  o  vermeglio  alora  tolj  via  lo  fiioco  et  qnando 
sera  freddo  troverai  bello  cinapro. 

183.  Ad  idem  alio  modo. — Habeas  nnam  ampollam  vitream 
Intata  de  Into  sapientie  nsque  ad  summum  coUj  deinde  recipe 
partes  duas  snlforis  albi  et  bene  triti  et  partem  nnam  argenti 
viri  postea  pone  in  ampnlla  sopradicta  et  fac  de  carbonibus 
ignem  lepidissimum  et  circa  eam  cnm  quatnor  lapidibns  et 
pone  ampullam  desnper  et  coperi  eum  cnm  tegula  et  sepe  disco- 
perias  et  quando  videbis  fumnm  lividnm  coperi  dnmmodo 
videbis  exire  fiimum  mbenm  tunc  tolle  ab  igne  quod  factum 
erit. 

184.  Affare  coUore  giallo  perjiorire  in  oro  in  carta. — Reccipe 
nn  poco  de  2affiiramj  e  uno  poco  de  biaccha  et  stempera  in- 
Biemj  cum  aqua  gomata  et  lassa  cusi  stare  acio  se  incorpora 
per  una  mez'  bora  et  sera  facto. 

185.  A  fare  biancko  bellitimmo.-^ToWi  cociole  dova'et  vetria 
bene  pisto  et  misticali  insiemj  et  poi  la  pone  in  uno  in  uno  vaso 
de  terra  et  mectilo  in  una  fbmace  per  uno  di  naturali  poi  lo 
cava  fora  et  serbalo.  Et  quando  lo  vorai  operare  macinalo 
molto  bene  in  marmo  e  distemperalo  cum  aqua  gomata. 

186.  A  fare  cinabrio  brevemente. -^Aheas  libram  j  pinmbi  et 
mediam  libram  mercurii  et  quatnor  partes  sulphuris  gialli  et 
omnia  insimul  acriter  tere  et  pone  in  vase  terreo  ad  ignem  per 
boras  14*"  et  6rit  factum* 

187.  A  fare  camillina. — Tolle  cinabrium  azurum  et  cerusam 
et  macina  insimul  et  si  esset  obscurum  micte  plus  de  cinabrioi 
et  de  azurro  et  bonum  erit^ 
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188.  To  make  a  violet  coZour.— Take  a  little  indigo,  a  little 
vermilion,  and  a  little  ceruse,  grind  them  very  fine  and  dis- 
temper them,  and  you  will  have  a  fine  violet  colour. 

189.  To  make  the  red  colour  for  shading  gold  letters  on  paper^ 
— Take  scraped  verzino  and  put  it  in  a  horn-shaped  vessel, 
with  sufiicient  white  of  egg  to  cover  it ;  let  it  remain  in  the  sua 
for  a  day  ^  afterwards  press  it  out,  and  keep  it  in  a  well-closed 
glass  flask ;  and,  when  necessary,  use  it  for  the  red  outlines  of 
gold  letters. 

190.  To  make  a  flesh  colour  for  painting  the  flesh  of  figures.^ 
— Take  sinopia  and  ceruse,  and  apply  it  wherever  you  wish  to 
paint  flesh ;  when  it  is  dry,  take  black  and  mark  the  eyes  and 
limbs,  and  lay  on  the  lights  with  pure  ceruse ;  and  for  the  eyc'- 
brows  use  sinopia  and  black  together,  and  it  will  be  brown ; 
the  pupil  is  made  with  black  and  no  white,  and  the  shade  of 
the  jaws  with  sinopia,  and  the  effect  will  be  good. 

191.  To  colour  the  flesh  in  painting  a  crucifixion. — ^Take 
ochre,  ceruse,  and  a  little  terra  verde,  mix  them  together  and 

.  lay  them  on  the  figure,  and  when  dry,  mark  out  the  limbs  with 
black  made  with  charcoal,  with  which  mix  a  little  sinopia,  lay 
on  the  lights  with  ceruse,  and  do  as  you  like.  Paint  the  hair 
with  sinopia  and  charcoal  mixed  and  pounded  together. 

192.  To  make  flesh  colour. — Take  indigo  mixed  with  orpi- 
ment,  and  it  will  make  green,  which,  mixed  with  ochre  *  and 
white,  makes  flesh  colour. 

193.  To  make  another  camillina  colour. — Know  that  by 
mixing  ceruse  with  verzino  it  will  become  a  camillina  colour ; 
and  if  you  wish  to  make  violet  add  a  little  azure.  And  if  you 
wish  to  make  green  take  a  little  Indigo  and  orpiment. 

194.  To  make  good  and  fine  arzica. — Take  one  pound  of 
weld,  which  the  dyers  use,  cut  it  very  fine,  then  put  it  into  a 
glazed  or  tinned  vase,  and  add  to  it  enough  water  to  cover  the 
herb.     Make  it  boil  until  the  water  is  half  wasted,  and  if  there 

1  It  is  probable  that  this  and  some  of  the  following  recipes  were  derived 
from  the  Greek  (if  not  immediately  translated  from  it).  Sinopia  is  ilien- 
tioncd  for  the  first  time  in  this  recipe ;  it  is  also  probable  that  this  colour 
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186.  A  fare  colore  violatOn — Prima  tolli  uno  poco  de  indiob 
et  uno  pooo  de  cinabrio  et  uno  poco  de  cirusa  et  madna  bene 
sabtili  et  distempera  et  vira  fine  violate. 

189.  A  fare  eoUore  per  porre  wpta  la  rosecta  de  bra  in  carta, 
— Summe  verzinum  abrasum  et  pone  in  corneto  cum  tanta 
OYoram  clara  preparata  ut  ooperiatur  et  dimite  manere  ad 
solem  per  unum  diem  poetea  exprime  eum  et  seira  in  ampulla 
vitria  bene  obturata  et  quando  necesse  est  utere  in  li  profili  de 
la  leetra  de  la  roesecta  de  loro. 

190.  Ad  fatiendum  tncamaium  pro  incamare  figuras, — ^ToUe 
anopiam  et  cerusam  et  micte  ubi  vis  incamare  et  cum  iiccum 
fiierit  telle  nigrum  et  reinvenias  oculos  et  alia  membra  et 
illumina  cum  eerusa  viva  et  super  cilia  sinopia  et  nigrum  in- 
omul  et  erit  brunum  ludula  fiet  de  nigro  et  puntum  album  et 
in  mascillis  umbra  de  sinopia  rubea  et  bene  stabit. 

191.  Ad  incamandum  cruaifixum. — ^Abeas  ocream  et  ceni- 
sam  et  aliquantulum  de  terra  viride  et  misce  simul  et  pone  in 
crocifixo  et  cumsiccum  fiierit  reinvenias  membra  cum  nigro 
&cto  de  carbone  et  misce  cum  eo  aliquantulum  de  sinopia  et 
ezpleas  opus  cum  eerusa  et  fac  sicut  tibi  videtur  piles  £bus  de 
sinopia  et  carbone  misto  et  insimul  pisto. 

192.  Ad  faciendum  incamatum. — Capias  indicum  mistum 
eum  auripiumento  et  fiet  colorem  viridem  ocrea  et  album 
insimul  incorporata  veniet  incamatio. 

193.  Idem  alius  color  camittinus. — jSciaB  quod  ponendd 
eerusam  com  verzino  erit  color  camillinus  et  si  vis  &cere 
violatum  pone  aliquantulum  de  azurro.  Et  si  volueris  &cere 
viridem  pone  modicum  indici  et  auripiumenti  et  fiet  viridem. 

.  194.  A  fare  larzica  bona  et  bella. — Piglia  libra  una  de 
herba  gualda  la. quale  opera  li  tentore  et  tagliala  ben  minuta 
poi  la  pone  in  uno  vaso  vitriato  o  vero  stagnate  et  metice  tabta 
aqua  che  copra  la  dicta  herba  et  £a.lla  tanto  buUre  che  tomi  per 

was  the  Sinopia  of  Ccnnini  (the  Red  Haematite),  and  not  the  colour  of  this 
iipniey  described  by  S.  Audemar,  p.  145. 
2  This  must  be  burnt  ochre. 

VOL.  II.  H 
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(is  not  enough  water  add  a  sufficient  quantity  and  no  more ;  then 
.take  2  oz.  of  travertine  finely  ground,  or  2  oz.  of  white  lead'y 
and  ^  oz.  of  roche  alum  ground  very  fine,  then  put  all  these 
things  together  a  little  at  a  time  to  boil  in  the  vase  directly, 
before  the  water  c6ol8,  and  star  the  water  continually,  remove 
the  vessel  from  the  fire,  and  when  nearly  dry,  pour  off  the 
water.  Then  take  a  new  brick  hollow  in  the  middle,  lay  the 
arzica  oa  it,  and  let  it  settle  perfectly ;  then  put  it  on  a  small 
and  well  polished  board  to  dry,  and  it  is  don^. 

195.  To  make  white  lead. — ^Take  leaden  plates,  and  suspend 
them  over  the  vapour  6f  very  strong  vinegar  in  a  vase,  which 
after  being  luted  must  be  placed  in  dung  for  two  months ;  then 
scrape  away  the  matter  that  you'will  find  upon  the  plates^  which 
is  the  white  lead.     Do  this  until  the  plates  are  consumed. 

196.  To  make  minium  quickly, — ^Take  calcined  litharge,  and 
lead,  prepared  together  over  the  fire,  and  you  will  have 
minium. 

197.  To  make  paste  for  seulpturinff  all  kinds  of  things,  that 
is  to  say f  figures  aand  medallionSj  and  to  make  moutds.-^TBke 
white  lead  and  mastic,  and  put  the  mastic  to  soak  in  sufficiait 
clear  water  to  cover  it  for  .the  space  of  one  night ;  then  make 
this  water  with  the  white  lead  into  a  hard  paste  like  dough, 
and  knead  it  well  with  your  hands.  When  you  wish  to  model 
anything,  knead  the  paste  with  your  hands,  havii^  previously 
greased  them  well  with  lard.  Then  impress  whatever  you  like 
on  the  paste  and  let  it  dry,  and  the  impression  will  be  sharp 
and  fine.  And  you  may  make  the  paste  of  any  colour  you 
like,  by  mbdBg  op  some  colour  wiih  the  paste. 

B.  198/ — ^Take  1  oz.  of  tragacaiith,  and  put  it  to  soak  in 
sufficient  water  to  cover  it  for  the  space  of  one  day  and  ooW 
night ;  then  take  a  pound  of  white  lead  luid  grand  it  with  tbe 
moist  tragacanth.  Then  let  it  harden  till  it  is  as  stiff  ad  doughy 
and  knead  it  well  with  your  hands,  adding  to  it  a  little  white 

1  The  Rubric  is  wanting.  It  appears  to  be  a  recipe  for  making  artificil^ 
Cameos. 
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mita  et  se  mancaase  laqua  arigiognidne  quanto'boUa  et  non  pin 
poi  poi  toUi  once  dot  de  trarertino  molto  bene  maeixiato  overb 
doi  once  di  biacca  et  meza  oncia  de  alumj  de  roccho  bene 
subtili  poi  mete  tatte  queste  eoee  a  bulure  in  lo  dicto  yaso 
snbitainente  nante  che  hqua  se  firedda  e  mete  queste  cose  a 
poco  a  podio  tuttavia  remenando  laqua  et  lera  dal  foco  et 
quando  sera  a  presso  che  fredda  et  tu  ne  cava  Tia  laqua  poi 
tolli  uno  mattcHie  novo  cavato  in  meA>  et  metice  dentro  lo  colore 
de  larzica  et  lassala  reposare  multo  bene  poi  la  pone  in  su  una 
asicella  bene  polita  a  secare  e  de  fisitta. 

195.  A  fare  biadui, — ^Tdli  lamine  de  jnombo  et  metile 
diaopra  alo  vapore  de  lo  aoeto  fortissimo  in  uno  vaso  et  coprilo 
bene  eum  luto  et  metik)  socto  lo  litamj  per  d«  mesi  poi  rade 
la  materia  die  e  la  biacha  die  trovarai  sopra  ale  laimni  et  fa 
per  lo  sopradito  modo  per  infino  che  soimo  consunte. 

196.  A  fare  minio  brevemenie,'-^ATye  caldna  de  litar^rio 
cum  pi<Hnbo  ocmfeefcato  insiemj  al  fooo  et  sera  minio. 

197.  Afore  pasta  da  scolpire  omne  lavero  doefigwre  medagKe 
e  fare  forme. — ^Piglia  biacha  et  nastice  et  pone  la  mastioe  a 
mollo  in  tanta  aqua  chiara  che  stia  coperta  per  epatio  duna 
Bocte  poi  impasta  la  dicta  aqua  cum  la  dicta  biaoea  dura  ad 
modo  de  pasta  et  m^iala  bene  per  le  mano. .  Etqujuido.  vorai 
scolpire  ungite  le  mano  cum  lardo  beiie  et  menala  besie  per 
mano  poi  imprompta  quello  che  tu  voj.  et  lassa  secare  e  vira 
hecto  et  polito  et  poi  la  &re  venire  de  quello  odore  che  tu  ysM 
mistando  insiemj  cum  la  pa^a. 


B.  198.  Redpe  once  una  de  draganti  et  mectili  n  mollo  in 
tanta  aqua  die  se  coprino  per  i^tio  de  uno  di  et  una  nocte  et 
poi  tdlx  una  libra  de  biacca  et  macinala  cum  lo  dicto  draganti 
mollo  et  poi  lo  indura  ad  modo  duna  pasta  ^  menalo  molto 
bene  per  mano  et  mistace  uno  poco  de  mele  bianco  ado  non 

M  2 
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honey  in  order  that  it  may  not  track.  Anoint  your  hands  with 
the  honey,  and  let  the  paste  he  well  kneaded;  then  impress 
whatever  you  like  upon  it,  and  the  impression  will  be  sharp 
and  fine.  You  may  make  it  of  whatever  colour  you  please  by 
mixing  some  colour  with  it,  and  when  you  have  taken  the  im- 
pression, you  must  glue  it  on  with  glue  made  from  pardiment 
clippings,  and  let  it  dry,  and  when  it  is  well  dried  polish  it 
with  a  tuft  of  cotton,  and  it  will  become  shining  like  a 
bone,  &C. 

199.  Also  another  colour, — ^Take  green  and  ceruse,  and 
make  a  drapery  or  a  leaf,  shade  it  with  pure  green,  and  then 
make  the  outlines  with  black  or  with  verzino ;  lay  on  the  lights 
with  ceruse,  and  do  this  with  all  the  colours,  and  when  you 
wish  to  make  flowers  with  azure,  add  a  little  yolk  of  egg ;  and 
for  roses  add  a  grain  of  salt 

200.  To  make  another  camillinus  coTour.-^Azure  mixed 
with  white  .is  a  camillinus  colour ;  with  orpiment  a  splendid 
green ;  with  saffron,  it  is  also  green  ;  and  with  dragon's  bloody 
or  with  lake,  it  will  be  a  purple  colour* 

20L  To  make  a  rose  colour^  very  good  and  beautifid.'-^Ts3L& 
1^  oz.  of  lac,  and  the  same  quimtity  of  ceruse ;  grind  them 
with  linseed  oil '  and  prepared  white  of  egg,  and  apply  upoa 
paper.  If  you  wish  the  colour  to  be  very  good,  take  an  equal 
quantity  of  grana,  and  grind  with  the  other  ingredients,  and 
you  will  have  a  finer  colour. 

202.  To  make  a  blue  colour. — Take  orpiment  and  lac,  of 
each  equal  quantities,  and  grind  them  together  with  prepared 
white  of  egg ;  and  you  will  have  a  blue  colour. 

203.  To  make  a  light  rose  colour  for  miniature. — ^Take  tra- 
vertine pounded  fine,  as  much  roche  alum  as  travertine,  and  an 
equal  quantity  of  scraped  verzino ;  boil  the  "verzino  with  strong 
ley,  and,  when  it  boils,  add  the  other  ingredients  and  reduce  it 
one  half;  then  strain  the  liquor  through  a  loosely  woven  cloth, 
and  you  will  have  a  fine  rose  colour. 

1  It  appeals  from  the  treatise  of.  Cennini,  chap,  czliii.,  that  it  was  a 
common  practice  to  mix  lake  with  linseed  oil  for  draperies. 
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crepe  et  tin^te  le  inano  com  dicto  mele»  et  'fa  che  sia  bene 
remenata  et  poi  impronta  quelle  te  place  et  vira  necto  et  bello 
et  poila  fare  vemre  de  che  collore  tu  voli  mistaBdo  cum  essa  el 
dicto  colore  et  commo  tu  hai  improntato  se  vole  incolarla  cum 
colla  de  camicia  et  lassa  sdugare  et  quando  sera  bene  aciucta 
et  tu  la  polisoe  cum  uno  matoffo  de  bambagio  et  vira  lustra 
como  uno  oeso  etc*  , 


199.  Idem  alius  color. — Tolle  viridem  et  cerusam  et  fac 
vestimeatum  vel  folium  poetea  umbra  cum  viride  puro  postea 
profila  cum  nigro  vel  verzino  deinde  illumina  cum  cerusa  et  sic 
poteris  facere  de  bmmbus  coUoribus  et  quando  tis  facere  fiores 
cum  azurro  pone  aliquantulum  de  vitulo  ovj  et  quando  rosas 
pone  unum  acintuh  salis* 

2001  Ad  faciendum  aUum  cohrem  camittinum. — Azurrum 
e\xm  albo  misto  est  color  camillinus  cum  auripiumento  est 
viridis  pulcer  cum  za£auramino  est  etiam  viridis  et  cum  sanguine 
draconis  aut  lacca  erit  color  purpureus. 

201.  Ad  faciendum  cohrem  rosatum  optimum  et  pukrum.--^ 
Becipe  lac  untiam  unam  cum  dimidia  et  tantundem  ceruse  et 
maeina  cum  oleo  seminis  lini  et  cum  clara  ovj  preparata  et 
pone  iii  carta  et  si  vis  magis  coloratum  et  optimum  acipe  tam- 
tiimdem  grane  et  madna  insimul  et  habebis. 

20^.  Adfatiendum  cohrem  perseum. — ^Habeas  auripiumenta 
et  lac  de  utroque  tantum  et  insimul  madna  cum  clara  pre^ 
parata  et  habebis.' 

203.  A  fare  la  rosectaper  miniare. — Tolli  travertine  subtil- 
m,ente  pisto  et  tanto  alumj  de  rocho  quanto  fu  lo  trayertmo  et 
akratanto  verzino  raao  et  mecti  lo  verzino  a  bulire  cum  rann5 
forte  et  quando  boUe  mectice  lo  sopradite  cose  et  &  bolire  che 
arentre  per  mita  et  poi  lo  cola  per  una  peza  rareta  et  haveraj 
b^lla  rosetta. 

*  There  is  apparently  a  mistake  here,  for  "  perso'*  signifies  dark  blue^ 
4uid  orpiment  and  lake  would  produce  an  orange  oolour« 
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204.  To  make  a  certain  water  which  is  good  for  applying 
upon  figures  and  other  miniatures* — ^Take  oil  of  aloes,  linseed 
oily  and  liquid  varnish,  of  eadi  equal  quantities ;  boil  these 
ingredients  together,  and  put  thein  into  a  flask.  When  you 
imh  to  use' the  liquor,  ancnnt  wilii  it  the  figures  or  miniatures 
when  they  are  dry,  and  not  before,  and  they  will  be  shining 
and  very  beautiful. 

205.  To  maJte  linseed  oil. — ^Take  one  quart  of  clean  and 
pure  linseed,  damp  it  a  little  and  then  put  it  into  a  vase  over 
the  fire  and  stir  it  up  with  a  spocm,  and  then  push  the  spoon 
several  times  to  the  bottom  so  as  to  moisten  all  the  seeder. 
Yon  nuist  add  a  little  water  in  order  to  «often  them ;  then  put 
the  seeds  into  a  strong  woollen  cloth,  place  it  in  the  press,  and 
the  oil  will  flow  out. 

206.  To  make  liquid  varnish. — ^Take  of  the  gum  of  th^ 
juniper  [sandarac],  two  parts,  a&d  one  part  of  linseed  oil,  boil 
them  together  over  a  slow  fire,  andif  the  varnish  appears  to 
you  to  be  too  stifle,  add  more  of  the  oil  and  take  care  not  to  let 
it  catch  fire,  because  you  would  not  be  able  to  extinguish  it^ 
«nd  «veh  if  you  could  extinguish  it,  the  varnish  would  be  dark 
and  unsightly.  Let  it  boil  for  half  an  hour,  and  it  will  be 
done. 

207.  To  make  liquid  varnish  in  mwther  mamner* — ^Take  1  lb. 
of  linseed  oil,  and  put  it  into  a  new  glazed  jar,  and  then  take 
I  a  quarter  [of  an  ounce  ?]  of  roche  alum  in  powder,  and  an 
equid  quantity  of  mmium  or  vermilion  ground  fine,  and  ^  oz. 
of  incense  also  ground  fine.  Mix  all  these  ingredients  together 
and  put  them  into  the  oil  to  boil,  stirring  it  with  a  stick ;  and 
when  the  oil  is  boiling,  as  it  is  likely  to  run  over,  have  another 
glazed  jar  ready,  and  put  it  l)y  that  which  contains  the  oil,  so 
as  to  cateh  the  oil  that  runs  over,  in  order  that  it  may  not  run 
<m  the  ground,  and  in  this  manner  make  it  boil  up  3  or  4 
limes,  and  each  time  pour  back  what  has  run  overi  on  that 
which  is  boiling  in  the  jar.  Having  done  this>  set  fire  to  the 
oil  on  the  right  hand  side  with  a  lighted  straw,  and  let  the  oil 
bum  on  the  upper  part,  but  so  that  the  jar  may  not  bum  oq 
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'  804.  Ad  fatiendam  quemdam  aquam  que  est  bma  ad  ponenr 
dam  super  figurU  ei  aJtris  mintis, — ^Abeas  oleum  aloe  oleum 
seminis  lini  et  vemice  liquida  de  unoquoque  tantum  et  hoe 
fiitias  simul  bulire  et  repone  in  ampulla  et  quando  opus  est 
jmffi  figuraa  aut  miakw  dico  ipek  deeicatis  et  non  ante  et  erunt 
luatre  et  pulcherrime. 

205.  A  fare  oUo  de  eemj  de  lino. — PUglia  uuo  quarto  de 
emj  de  lino  necta  et  pura  et  amachala  uno  poco  poi  la  pone  in 
uno  vaso  al  foco  et  cum  uno  cocfaiaro  la  Tienj  miatando  poi  va 
piu  Yolte  in  lo  fondo  del  dito  yaao  cum  lo  ditto  cocfaiaro  et  fiBilli 
qpatio  che  se  li  posso.  infohdare  la  granatella  et  volse  imborsarla 
cum  iBio  pooo  daqua  acio  diventi  morbida  poi  la  mecte  in  panno 
de  lana  forte  et  poUa  ali  frescoli  et  uscira  fuora  lolio. 

20&  A  fare  vemice  liquida. — Tolli  gomma  de  gineparo  le 
doi  parte  el  olio  de  semj  de  lino  et  fa  buUre  insiemj  cum  fiioco 
temperato  et  cfaiaro  et  se  te  pare  esse  troppo  sodo  et  tu  ce  pone 
piu  olio  predieto  s^  guarda  cbe  la  fiamba  non  se  li  aprenda 
percbe  ncm  lo  poriste  spiugiare  et  se  purre  lo  spingesse  viria 
negra  et  brutta  et  boUa  per  meza  bora  et  sera  fada. 


\207.  Afa»e  vermd  liquida  per  oMro  iiaod(9.  ^Recipe  libre  j 
de  olio  de  semj  de  lino.et  metilo  in  una  pignatia  nova  vitriata 
poi  toUi  mezo  quarto  de  alumj  de  rocho  spolverizato  et  altra-^ 
tanto  mim.6  o  cinabrio  subtili  maoinato  et  meza  oncia  de  in- 
censo.  bene  into  poi  mista  omne  cosa  insianj  et  ponile  in  lo 
dito  oUo  a  buUre  insiemj  mistando  cum  uno  bachetto  et  quando 
lolio  ha  lo  boUo  per  volere  prosperare  de  for  a  habi  aparichiata 
ima  altra  pignata  vitriata  et  metila  apresso  queUa  de  lolio  per 
modo  cbe  quello  pbe  se  tqpande  rada  io  laltra  pignatta  acio  che 
laUo  ivm  se  spanda  in  terra  et  in  quello  modo  fa  levare  el  bo- 
lore  3  o  4  volte  disopra  et  ongnj  volta  retiHrod.  quejlo  che  va 
disopra  in  su  quella  disocto  che  bolle  facto  questo  aceude  lolio 
de  lo  lato  dextro  eum  una  paglia  apresso  de  essa  ma  laiea 
^rdare  Jolio  uno  poco  dal  canto  disopra  per  modo  die  la  pig'r 
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ibe  ineade,  on  "nccount  of  the  too  great  heat^  for  otherw»e  the 
oil  would  smell  iinpleasantly.  When  you  light  the  oil  with  the 
Btraw^  remove  the  jar  from  the  fire,  and  let  it  bum  while  you 
can  nay  three  patemostei^  then  extinguish  the  oil  with  a  wooden 
cover,  putting  it  upon  the  jar,  and  when  it  is  extinguished, 
remove  the  cover  in  order  to  let  the  vapour  escape.  Then  put 
it  back  over  the  fire ;  do  this  3  times,  and  it  is  done. 

208.  To  purify  ceruse. — Take  ceruse,  put  it  into  a  -clean 
jar,  which  should  be  placed  over  the  fire,  stir  the  ceruse  coiiti^ 
nually  with  a  stick,  and  it  will  become  white. 

209.  To  make  a  pigment  frofin  the  thafnngs  of  doth,  of  the 
9ame  colour  as  the  cloth. — Take  quicklime  and  baked  ashes, 
of  each  equal  quantities,  and  make  a  caustic  ley ;  take  the 
ley,  clean  and  clear,  put  it  into  a  clean  vase,  and  make  it 
boil,  and  when  it  boils  add  to  it  the  clippings  of  cloth  of 
what  coloinr  soever  you  like,  and,  after  it  has  boiled  down  to 
one-third,  add  to  it  a  little  rocfae  alum  at  discretion;  then 
strain  it  and  put  it  to  dry  on  a  clean  tile  or  upon  a  table,  and 
ipread  it  out,  and  when  nearly  dry,  cut  it  in  pieces  ag  you 
like,  and  it  is  done. 

210.  To  make  a  water  for  painting  on  linen  cloth  or  silk.'-^ 
Take  2  oz.  of  sal-ammoniac,  2  oz.  of  salgem,  1  oz.  of  saltpetre, 
pound  the  whole  together,  and  then  distil  it,  and  keq)  the 
water  until  you  need  it ;  you  may  paint  on  whatever  cloth  yoiz 
like. 

-  211.  To  make  a  yellow  water  for  dratoing  and  painting  on  linen 
or  woollen. — ^Take  of  roche  alum  1  oz.,  of  saffron  2  oz.,  and  a 
little  ley,  and  boil  all  these  things  together  till  reduced  by  one- 
third,  and  it  is  done. 

212.  Glue  for  making  any  mould  you  like  for  caMing  figures* 
•^Take  Armenian  bole,  flour,  and  clear  water,  and  knead  them 
together  until  they  form  a  rather  stiff  paste ;  model  what  you 
like  with  it.  Sulphur  will  do  equally  well,  it  only  requires 
fiieltbg. 

213#  To  make  gesso  scttile, — Take  gesso  and  soak  it  in  Sl 
vase  so  that  the  water  may  cover  the  gesso ;  mix  and  stir  it  U|^ 
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tiata  non  arda  de  dentro  per  troppo  caldo  altramente  lolio 
puzaria.  Et  quando  tu  acendj  lolio  cum  la  paglia  remove  la 
pignata  dal  fiioco  et  lassa  ardare  tanto  che  tu  diche  3  patri 
nostri  poi  aramorta  lolio  cum  uno  covercbio  de  ligno  et  mitilo 
SK^ra  ala  pignata  et  aramorto  che  le  remove  lo  coperchio  per 
cbe  el  fiimj  escha  fora  poi  ritomalo  al  fooo  poi  coei  farai  3  volte 
et  sera  fatta. 

208.  Ad  purgandam  cerusam. — Ahbeas  cerusam  et  earn 
pone  in  oUam  mundam  et  micte  super  ignem  semper  movendo 
cum  baculo  dictam  cerusam  et  efficitur  alba. 

209.  Adfatiendum  cohrem  de  cimatura  panorum  cujuscoloris 
erit  talem  eolorem  habebis. — Pilglia  calcina  viva  et  cenera  re-* 
cocta  tanto  de  luna  quanto  de  laltra  et  fa  lisia  per  capitello  et 
toUi  la  liscia  necta  et  bella  poi  la  pone  in  uno  vaso  necto  et  fa 
bullire  et  commo  bullj  mectice  la  cimatura  de  que  colore  che 
tu  Tolj  e  quando  hiLvera  bulito  tanto  che  sia  rentrata  per  terzo 
et  tu  ce  pone  uno  poco  de  alumj  de  rocho  a  tua  discretione  poi 
la  cola  et  poUa  a  sciugaxe  in  una  tegola  polUta  o  vero  in  una 
tavola  et  distendila  et  quando  sera  quasi  sduta  fannj  li  pezj  a 
tuo  piacere  e  de  facto. 

210.  A  fare  aqua  da  dipengiare  inparmo  de  lino  o  de  seta, — 
Ahw]  once  2  de  sale  armoniaco  once  2  de  sale  gemmo  once  j. 
de  sal  nitric  et  pista  omne  cosa  in^emj  poi  le  metti  alambichare 
et  serba  laqua  al  bisogno  et  porai  dipengiare  suso  omne  panno 
che  tu  volj. 

211.  A  fare  aqua  giaUa  da  disignare  et  dipengiare  in  panno 
de  Uno  o  de  lana.—ToQi  alumj  de  rocho  once  j  zafaramj  2  et 
uno  poco  de  lisda  et  fa  bolire  queste  cose  insiemj  quanto  che 
call]  per  terzo  e  de  &cto. 

212.  Colla  da  fare  omne  forma  che  tuvoli  per  gietarefgurei, 
-— Havyj  bolarminio  fiore  de  farina  cum  aqua  diiara  et  incor- 
pora  tanto  che  sia  duretta  et  fa  che  forma  tu  tolj.  £t  ancora 
el  solphano  fa  quelle  medesimo  et  sia  solo  disfatto. 


213.  A  fare  geseo  sucHIu — ^Piglia  la  ^chiavarda  del  gesso 
lucido  et  metila  a  moUo  in  uno  vaso  siche  laqua  stia  disopra  al 
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3  or  4  dmes  erery  day^  and  at  the  end  of  5  days  take  a  strainer 
and  strain  off  the  water ;  and  if  you  grind  it,  it  will  be  finer. 
Then  make  it  into  cakes,  and  put  them  upon  new  tiles  or  bricks 
to  dry ;  then  put  them  away,  and  take  care  to  preserve  thent 
firom  dust  and  dirt,  and  it  will  be  fine  gesso  sottile. 

214.  To  make  a  window  of  goat^skin  parchmeat  which  will 
appear  to  he  r^  glass. — ^Take  the  skin  of  a  kid  or  a  sheep  or  a 
goat,  macerate  it,  remove  the  hair  without  lime,  and  scrape  it 
very  fine ;  then  take  a  drachm  of  clean  and  clarified  bcmey,  mix 
it  with  8  or  10  whites  of  eggs  weU  beaten  togeiiier  with  the 
hon^  in  the  same  way  as  white  of  e^  is  beaten  up  for  ver-*- 
milion.  Put  the  skin  to  soak  in  the  white  of  e^  and  honey, 
squeeze  it  with  your  hand  while  in  tfie  composition,  and  let  it 
remain  in  soak  for  2  or  3  hours  at  the  most ;  then  take  it  out 
and  stretch  it  well  on  a  frame,  and  let  it  dry.  Then  paint 
upon  it  what  you  please,  and  let  the  colours  dry  well.  After* 
wards  varnish  it  on  one  side,  that  is,  on  the  side  on  which  the 
colours  are,  and  dry  it  in  moderate  sunshine,  and  it  wiU  appear 
like  glass. 

215.  For  the  same  in  another  way. — Take  kid  or  sheep-skin 
parchment,  scraped  very  fine,  wet  it  with  warm  water;  then 
stretch  it  on  a  frame,  and  let  it  dry ;  afterwards  paint  upon  it, 
and  a,gain  let  it  dry.  Then  take  rather  warm  linseed-oil,  and 
rub  it  over  the  parchment,  and  let  that  dry  also,  and  it  will  re-^ 
semble  glass  in  appearance. 

216.  To  do  the  same  with  linen  elotL — ^Take.  a  Un^i  cloth, 
very  clean  a.nd  close,  and  stretch  it  out  well  upon,  a  frame ; 
then  take  white  of  egg  well  whipped,  separate  it  from  the  scum^ 
and  add  to  it  one-flnrd  part  of  giim-water.  Then  lay  it  over 
the  doth  with  a  sponge^  so  as  to  soak  the  doth  with  it  all 
over,  and  let  it  dry,  and  then  paint  upon  it  in.  any  mianner 
you  like,  and  let  that  dry  also;  then  give  it  another  coat  of 
the  white  of  egg  and  gum-water,  and  let  it  dry  again.  After- 
wards apply  a  coat  of  liquid  varnish,  and  it  will  appear  like 
crystal. 
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gesso  et  miflcola  molto  bene  onme  di  3  o  4  volte  et  in  capo  :de 
5  di  tolli  una  jstacia  et  cola  fora  laqua  et  ae  tu  la  triti  sera  piu 
sobtill  de  poi  &ime  pagnetti  et  mectile  sopra  coppi  noTi  o  vera 
matone  acao  die  se  BaugBoao  poi  la  ripone  et  fino  die  se  sdu- 
gsaao  goarda  non  n  vada  polvere  ne  altra  broctora  et  sera  bello 
gesso  subtili. 

214.  A  fare  una  Jinedra  de  carta  ctqnrina  ehe  parera  vetria 
naturali. — ^Tolli  nna  pelle  de  capretto  o  montone  o  duna  capra 
et  Hiadrala  et  de  pela  la  sezna  [senza  ?]  caldna  el  radila  sub- 
tilisRiniainente  poi  tolli  una  dragma  de  mele  spumato  et  necto 
et  mista  lo  emn  octo  o  x  cbiara  dova  bene  dibatuti  insiemj 
cum  lo  mele  ad  modo  se  dibacte  la  duara  per  lo  cinabrio,  poi 
meeti  la  dita  pelle  a  mdlo  in  la  dicta  cbiara  et  mele  et  spremila 
cum  mano  in  la  dicta  compodtioBe  et  poi  la  lassa  stare  a  molle 
in  la  ditta  cbiara  per  doi  o  tre  bore  al  piu  poi  la  tira  fora  et 
apicala  bene  stesta  ad  uno  telaro  et  lassala  sdugare  et  fit  cbe 
la  sia  bene  tirata  poi  la  dipeoge  oonuno  te  piaee  et  lassa  sdu- 
gare .bene  li  oclori  poi  la  invemica  da  uno  lato  cioe  da  lo  lato 
de  li  colore  et  pdla  a  sciugare  al  sole  temperato  et  aparera  de 
vetrio. 

-  215.  Ad  idem  per  aliamformam. — Ahvvi  carta  de  .capretto  o 
montone  rasa  subtihnente  et  bagnala  in  aqiia  tepida  poi  la 
stende  insnso  lo  telaro  et  lassa  sdugare  pioi  la  dipenge  et  lassa 
sdugare  poi  tolli  olio  de  semj  de  lino  uno  poco  caldo  et  dallo 
dnopra  ad  al&  ifita  carta  et  lassa  sdugare  et  sera  commo  vetrio 
in  aparentia. 

216.  Ad  idem  in  paamo  £»itL-^Hayyi  panno  de  lino  bene 
potEto  etfitto  et  poUoin-su  lo  telaro  bene  tirato  et  steso  poi  tolli 
dnara  dova  ben  dihatota  pd  seperala  dala  sdihimaet  mistace 
per  lo  terzo  de  aqua  de  gomma  pd  la  da  sqxra  aio  dito  panno 
cum  una  spongia  taoito  die  lo  panno  da  ben  trapassato  per 
tacto  et  lassa  fidngare  pd  la  dipenge  cum  gliodii  o  commo  yoj 
et  lassa  sdugare  poi  li  da  una  altra  mano  de  la  dita  cbiara  et 
aqua  gommata  et  lassa  sdugare  poi  li  da  la  virhice  liquida  et 
8«!a  €omnio  christo  vetrio. 
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217*  To  make  a  tbaterfor  cutting  glass. — ^Take  vitriol,  which 
comes  upon  the  walls,  and  make  a  distilled  water  from  it,  and 
keep  it  in  a  vessel  well  closed.  Then  take  Roman  vitriol  and 
pound  it  well,  distil  it,  and  keep  the  water  also  in  a  close 
vessel ;  then  take  sal-ammoniac  and  distil  it,  and  keep  this  also. 
_When  you  want  to  use  the  liquor,  take  equal  quantities  of  each 
of  these  waters,  mix  them  together,  and  draw  with  the  mixed 
liquor  upon  the  glass,  and  it  will  be  cut  exactly  as  you  like 
wherever  it  is  wetted  with  this  water. .  And  also,  if  you  wish 
to  cut  glass,  or  to  make  small  mirrors  out  of  large  ones,  take  a 
fine  diamond,  and  draw  upon  the  mirror  with  the  point  of  the 
diamond,  and  immediately  put  the  glass  into  water,  and  it  will 
break  directly  by  tapping  the  glass  dexterously  wherever  you 
have  touched  it  with  the  diamond. 

218.  To  make  an  earth  fw  casting  any  fine  thing. — Take  of 
potter's  clay  sifted  fine  20  parts,  and  of  common  salt  1  part, 
then  take  i  a  bocale  of  water,  boil  it,  and  dissolve  the  salt  in 
it,  let  it  cool,  and  make  the  clay  into  a  paste  willi  the  salt  and 
water,  and  work  the  mass  into  a  cake ;  set  it  to  bake  until  it 
becomes  red  like  fire,  then  pound  and  work  it  again  with  the 
salt  water.  Next  take  the  thing  which  you  wish  to  cast :  or 
mould,  and  lay  it  on  something  smooth  and  polished,  and  take 
a  hoop,  and  put  into  it  the  thing  which  you  wish  to  mould,  and 
then  lay  the  earth  upon  it,  and  press  it  down  well,  let  it  dry 
over  a  slow  fire,  and  cast  it  according  to  your  &ncy,  and  it  will 
be  fine  and  clear. 

219.  To  make  a  paste  for  modelling  that  wiU  withstand  the 
fire. — ^Take  scales  of  iron  and  pumice-stone  and  pound  well 

together,  then  make  them  into  a  paste  with  white  of  e^  well 
beaten  up,  and  model  whatever  you  like  with  it.  Let  it  dry 
slowly,  and  it  will  become  very  hard  and  will  stand  fire. 

220.  To  make  a  paste  with  which  you  can  do  both  good  and 
emlj  and  can  seal  and  unseal  any  letter ,  and  can  model  whatever 
you  like,  and  which  will  become  very  hard  afier  you  have 
numlded  it^  if  you  stiffer  it  to  dry^  and  to  which  you  may  give 
whatever  colour  you  please, — ^Take  gum-tragacanth  and  gum- 
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217.  A  fare  aqua  da  tagliare  el  vetrio. — Tolli  vitriolo  che 
nasce  per  le  mura  et  fiume  aqua  a  lambico  et  serbala  bene 
turata  poi  tolli  vitriolo  romano  et  pistalo  bene  et  fanne  aqua  a 
lambico  et  serbala  bene  torata  poi  tolli  sale  armoniaco  et  fanne 
aqua  alo  lambico  et  serbala  bene  et  quando  la  voraj  operare 
tolli  de  le  ditte  aque  de  omne  una  tanto  et  mistale  insiemj  et 
disegna  lo  vetrio  cum  dita  aqua  et  tagliarasse  dove  sera  bag- 
nato  cum  dita  aqua  a  tuo  piacere.  Et  anoora  se  tu  volesse 
taligliare  vetrij  o  spechj  grandi  farli  picolj  tolli  uno  diamante 
fino  et  disegna  cum  la  punta  de  lo  dito  diamante  in  su  lo 
specchio  et  subito  lo  mecte  in  aqua  et  erompirasse  subito  per- 
cotendo  lo  vetrio  dextramente  dovj  tu  hayerai  tochco  cum  lo 
diamante. 

218.  A  fare  una  terra  da  gietare  omne  suttili  cata. — Recipe 
terra  da  &re  pignatti  stadata  subtiH  parte  20  sale  comuno 
parte  una  poi  tolli  mezo  bocale  daqua  et  falla  bulire  poi  ce 
pone  quelle  sale  a  disfare  poi  lassa  fredare  poi  impasta  la  terra 
Qum  la  ditta  aqua  salata  et  fimnj  pane  et  metila  a  codare  tanto 
che  tomano  rossi  ad  modo  foco  poi  la  strita  et  stadala  de  novo 
et  impastala  de  novo  cum  la  dita  aqua  salata  poi  tolli  la  cosa 
che  tu  Yoli  gettare  o  formare  et  metila  in  loco  pollito  et  piano 
et  toll]  uno  cerchiello  et  meeti  dentro  la  cosa  che  tu  voli 
formare  poi  mecti  suso  la  dicta  terra  et  calcala  bene  poi  la 
lassa  seccare  a  lento  foco  poi  gieta  la  tua  fantasia  et  vira  necta 
et  bella. 

219.  A  fare  pasta  da  impramptare  che  aresta  a  foco. — ^ToUi 
schaglie  de  ferro  et  pumice  et  pista  bene  omne  cosa  insiemj  poi 
impasta  cum  chiara  dova  bene  dibattuta  poi  imprompta  quello 
che  tu  voli  et  lassa  secare  adagio  e  diirentara  duris»ma  ei 
westara  a  foco. 

220.  A  fare  pasta  cum  la  quabpoi  fare  el  bene  et  el  male  ei 
poi  disigiUare  et  sigiUare  omne  lettera  et  poi  impromptare  quella 
te  piace  diventera  durissima  poi  che  averai  impromptato  et  poi 
farla  innire  de  quello  colore  che  tu  voli  ponendola  a  seeharem-^^ 
Piglia  gomma  draganti  et  gommarabico  ana  et  mecti  tuctj 
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arable,  of  each  equal  quantitieSy  and  steep  them  in  sufficient 
water  to  cover  them  for  20  hours ;  then  pound  them  very  fine 
in  a  mortar.  Next  take  1  lb.  of  white  lead  to  each  ounce  of 
the  gums,  and  mix  the  whole  t(^ther  like  dough ;  and,  if  you 
wish  to  have  the  paste  white,  do  not  add  anything  more  to  it 
If  you  wish  to  have  it  of  any  other  colour^  mix  with  it  whatever 
colour  you  like  in  fine  powder,  and  work  the  ingredients  well 
together,  in  order  that  they  may  be  thoroughly  incorporated 
one  with  another.  Then  anoint  your  hands  with  castor-oil,  or 
linseed-oil,  or  oil  of  bitter  almonds,  and  take  this  paste,  and 
knead  it  very  well  in  your  hands ;  and  when  you  have  kneaded 
it  well,  you  can  impress  whatever  you  choose  upon  it.  If  you 
wish  the  paste  to  remain  soft,  put  it  into  a  cabbage-leaf,  and  it 
will  remain  soft  for  as  long  a  period  as  you  like. 

221.  To  make  musk  soap. — Take  a  vase  of  whatever  svse  you 
like,  made  of  good  earthy  and  let  it  be  r&ibeit  thick  in  order 
that  the  weight  of  the  lime  may  not  break  it,  and  near  the 
bottom  of  it  there  must  be  a  hole,  closed  with  a  peg,  andon; 
the  inside^  in  firont  of  the  hole,  you  must  put  a  wooden  platter,, 
and  upon  the  platter  you  must  put  a  lump  of  tow,  enon^  ta 
cover  the  bottom  of  the  jar,  and  upoa  the  tow,  in  firont  of  the 
hole,  put  a  small  piece  of  thin  linen.  Then  mix  two  paarts'  of 
ashes  from  the  baths  with  one  part  of  quicklime^  and  place  the 
mass  upon  the  piece  of  linen  that  is  upon  the  tow  in  the 
vase,  and  spread  it  well  all  over  it.  Then  take  rain-wator, 
according  to  the  quantity  of  the  ashes,  and  pour  it  into  fhe 
vase  at  two  or  three  times,  because  it  boils  up  and  absorbs  the 
water,  and  there  must  be  enough  water  to  cover  the  a^ies  to 
the  depth  of  two  fingers'-breadth  or  less,  and  when  it  ceases  to 
boil,  let  it  stand  for  a  whole  night,  and  in  the  morning  take  out 
the  peg  and  let  out  the  ley ;  and  when  you  have  drawn  off  a 
bocale  fiill  of  it,  pour  it  back  into  the  vase,  and  it  will  be- 
come rather  thick ;  do  this  two  or  three  times,  and  the  last  time 
let  it  rest  a  little,  and  then  sfraih  it ;  and  if  it  comes  away  too 
fast,  press  the  ashes  down  a  little  in  the  vase,  because  it  must 
i^ue  from  the  whole  like  a  thread  in  order  that  the  ley  may 
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queste  cose  in.  tanta  aqua  che  stiano  a  molli  per  20  hore  poi 
pistale  bene  in  uno  mortaro  che  siano  bene  piste  poi  tolli  lb.  j, 
de  biaeha  per  omne  onda  de  le  dicte  gomme  et  incorpora  onme 
cosa  insiemj  commo  pasta.  Et  se  tu  la  voj  canida  et  bianca 
son  ce  metare  pin  niente.  Et  se  ta  la  volesci  daltro  colore 
coUoiita  imstaee  quelle  colore  che  te  piace  bene  subtili  et 
mista  bene  ado  se  incorporano  luno  cum  laltro  et  poi  te  unge 
le  mano  cum. olio  de  riduta  [ricino  ?]  o  olio  de  semj  de  lino 
o  olio  de  amandole  amare  poi  piglia  questa  pasta  et  menala 
molto  bene  intra  le  mano  et  commo  e  bene  menata  porai  im- 
promptare  quelle  te  piace.  Et  quando  la  volesse  mantinere 
liquida  dicta  pasta  mectila  in  una  £Dglia  de  colo  et  sempre  stara 
morbida  per  omne  tempo. 

221.  A  fare  sapane  moschato. — Habbi  uno  vaso  de  la  ca- 
padta  che  tu  voj  &cto  di  bona  terra  et  sia  ben  grosso  a  do  la 
possanza  de  la  calcina  non  lo  rompa  et  apresso  del  fondo  Tole 
esser  uno  bugio  el  quale  se  conyene  serrare  cum  uno  spineUo  e 
dal  canto  dentro  nante  el  bu^o  se  vole  metarce  uno  tagliere 
et  sopra  al  tagliere  se  vok  metarce.  una  faldella  de  ca- 
pedo  che  copra  el  fondo  del  vaso  et  sopra  el  capedo.  nante  al 
bugio  mectice  uno  poco  de  pe2a  rada  poi  tolli  doi  parte  de 
cenera  de  bagno  et  una  parte  de  caldna  viva  poi  la  in- 
corpora cum  la  cenere  poi  la  pone  sopra  a  la  peza  che  e 
sopra  al  capecdo  in  lo  vaso  et  distendila  bene  p^  tutto  poi 
tolli  aqua  pioviana  secondo  secondo  che  e  la  cenera  et  mectila 
in  el  vaso  in  doi  o  3  fiate  per  che  ella  bolle  et  resdugase  et 
vole  esser  tanta  aqua  che  stia  sopra  ala  cenera  doi  deta  o 
manco  et  quando  non  bolle  piu  lassa  stare  cusi  tucta  una  nocte 
et  la  matina  cavala  spinella  et  lassa  colare  el  capitello  et 
quando  naj  cavato  uno  bocale  remitilo  disopra  al  vaso  et  vira 
uno  poco  brutto  et  questo  fa  doi  o  tre  volte  et  lultima  volta 
lassa  uno  poco  reposare  poi  lassa  colare  et  se  venisse  troppo 
forte  calca  uno  poco  la  cenera  del  vaso  perche  la  sjwella  vole 
gietare  a  file  ado  che  lo  capitello  vengna  netto  e  bello  poi  che 
lo  captello  e  tutto  vinuto  che  la  cenera  sia  senza  aqua  toUj 
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run  off  clear.  And  when  the  ley  has  entirely  run  off  so  that 
the  ashes  remam  dry^  take  half  a  jug  of  water,  and  pour  it 
over  the  ashes  in  the  vase,  and  when  it  is  strained  pour  it 
back  3  or  4  times  into  the  vase,  and  the  last  time  draw  off  the 
ley  clear.  And  if  you  wish  to  know  whether  the  ley  is  pro* 
perly  made,  put  a  fresh  egg  in  it ;  if  the  egg  goes  to  the 
bottom  it  is  not  good,  and  if  the  ^g  floats  it  is  good.  Then 
take  9  bocali  of  this  ley,  and  one  roll  of  deer's  or  cow's 
tallow,  which  makes  lb.  2  oz.  9,  and  melt  it  well  over  the  fire ; 
and  when  it  is  well  boiled  pour  it  into  this  ley,  and  keep 
sturmg  it  for  the  space  of  half  an  hour ;  then  let  it  rest  for  a 
night  or  more,  and  if  you  wish  to  add  musk  or  any  other  scent 
to  it,  reduce  it  to  a  fine  powder,  and  add  it  to  the  tallow  which 
is  in  the  ley,  mix  it  up  well  and  let  it  settle.  Then  put  the 
soap  in  the  sun  in  order  that  it  may  refine  itself  better,  and  it 
will  harden  so  that  you  may  make  it  up  into  balls,  and  it  is 
done. 

222.  To  make  good  camphor? — ^Take  1  lb.  of  mastic,  and 
steep  it  in  two  pounds  of  distilled  vinegar,  and  put  it  in  a 
round  flask,  andplace  it  in  dung  for  3  days;  afterwards  place  it 
in  the  sun»  and  close  up  the  mouth  of  it,  to  exclude  the  rain, 
for  thirty  days  in  simimer,  and  you  will  find  a  congealed  naass, 
and  wiU  have  very  fine  camphor. 

223.  To  make  Alexandrine  horojc? — ^Take  roche  alum,  and 
make  it  into  pieces  of  about  \  an  oz.  each,  and  then  put  them 
into  a  glazed  jar,  and  pour  some  milk  over  them  so  that  the 
milk  may  cover  the  alum  by  two  fingers'  breadths,  and  each 
day  change  the  milk  for  8  days,  or  until  you  find  it  mild  to  the 
taste.    Then  take  beef-marrow  and  an  equal  quantity  of  oil  of 

^  D.  Alessio  also  gives  a  recipe  for  making  factitious  Camphor  (Part  II. 
p.  43),  which  he  says  was  almost  as  good  as  that  which  was  brought  from 
Constantinople. 

'  It  appears  that  two  kinds  of  Borax  Were  in  use,  the  natural  and  the 

factitious ;  the  former  was  brought  from  Alexandria,  whence  its  name.    D. 

Alessio  (Part  I.  p.  129,  130)  describes  different  modes  of  imitating  it, 

atnong  which  b  that  mentioned  in  the  text.     According  to  this  writer, 

^bsjrax  was  used  in  medicine,  and  in  cementing  gold. 
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*  meza  brocha  daqua  et  metila  8opra  ala  cenera  che  e  in  lo  vaso 
et  colata  che  sera  remectila  3  o  4  volte  suso  in  lo  vaso  et 
lultima  volta  recoglie  el  capitello  cfaiaro.  Et  se  voj  sapere 
quando  lo  capitello  e  facto  fino  se  conosce  in  questo  modo  tiene 
uno  ovo  frescho  desopra  se  lovo  va  al  fondo  non  e  iSno  et  se  sta 
a  galla  e  fino.  De  poi  toUi  9  bocali  de  questo  capitello  et  uno 
rotulo  de  sego  de  cervo  o  de  vacha  che  sonno  libre  2,  2  [oz.  ?]  nove 
e  fallo  bene  strugiare  al  foco  et  bene  bolito  metarlo  in  questo 
capitello  et  sempre  remenalo  per  spatio  de  meza  bora  poi  lo 
lassa  possare  una  notte  o  piu  et  se  tu  ce  volj  metere  musco  o 
altre  cose  odirifare  pulverizale  bene  subtili  et  metili  sopra  al 
sego  che  e  in  lo  capitello  et  misticalo  bene  de  vantaggio  poi  lo 
pone  a  reposare  poi  lo  pone  al  sole  acio  che  se  afina  meglio  et 
restringerasse  per  modo  che  lo  porai  a  palotare  e  de  facto. 


222.  A  fare  la  camphora  bona. — ToUj  libram  unam  masticis 
et  pone  in  duabus  libris  aceti  stillati  et  pone  in  palla  rotunda 
clausa  sub  fimo  per  tres  dies  postea  pone  ad  solem  et  obtura 
bene  ejus  os  propter  pluvias  in  estate  per  triginta  dies  et 
invenies  massam  congelatam  et  habebis  camphoram  nobilis- 
simam. 

223.  A  fare  borace  ahxandrina. — Recipe  alumj  de  rocho  et 
fannj  pezuoli  de  meza  oncia  luno  o  circha  poi  li  pone  in  una 
pignatta  vitriata  poi  li  pone  desopra  de  lo  lacte  tanto  che  lo 
lacte  avanza  desopra  alalumj  doi  deta  et  omne  di  li  rimuta 
el  lacte  per  infino  a  octo  di  tanto  che  tu  veghi  a  la  lingua  che 
te  paia  dolce  poi  toUi  meroUi  de  ossa  de  bovi  et  altratanto 

It  was  also  used  in  reducing  or  fluxing  metals  and  nielli,  and  by  ladies 
as  a  cosmetic  to  whiten,  soften,  and  cleanse  the  skin.  Alexis  does  not  al- 
lude in  the  most  distant  manner  to  the  use  of  Borax  in  painting ;  and  he 
appears  so  well  informed  on  the  subject,  that  it  is  scarcely  probable  that  he 
should  have  been  unacquainted  with  the  fact,  if  it  had  been  so  used.  The 
real  Alexandrine  Borax  is  mentioned  in  No.  269,  where  it  is  used  as  a  flux 
in  gilding  on  glass. 
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almonds,  melt  them  in  a  pipkin,  and  then  strain  them  and  ponr 
them  into  the  jar  with  the  alum  and  milk,  and  let  the  oil  and 
marrow  cover  it  by  three  fingers'  breadths.  Then  put  it  into 
the  sun  for  three  months,  that  is  to  say,  June,  July,  and  Au- 
gust, and  take  care  that  neither  rain  nor  dust  falls  into  it,  and 
it  is  done. 

224.  To  prepare  vermilion  for  using  with  the  paint-brush, 
and  as  a  body  colour. — Take  of  vermilion  whatever  quantity  you 
like,  and  grind  it  dry  to  a  fine  powder  on  marble  or  porphyry, 
and  afterwards  grind  it  with  clear  water,  or  with  ley,  until  the 
powder  is  very  fine  and  almost  impalpable ;  let  it  dry  upon  the 
marble  and  put  it  into  a  horn,  and  wash  it  very  well  with  clear 
and  strong  ley  until  it  is  very  clean,  and  afterwards  wash  it 
again  with  fresh  water  until  you  think  that  the  ley  is  well 
washed  out  of  it ;  then  sufier  it  to  become  nearly  dry  and  wash 
it  again  with  hot  water  and  let  it  settle,  and  when  nearly  dry 
add  to  it  some  white  of  egg  prepared  with  saffi-on  and  with 
twigs  of  fig-trees  ground  up,  and  make  it  liquid  enough  to  flow 
well  in  the  pen  while  writing.  And  if  you  wish  it  to  use  in 
body,  put  a  little  yolk  of  egg  along  with  the  white.  And  if 
you  wish  it  for  writing  or  making  flowers,  do  not  add  the  yolk 
of  egg  to  it,  and  that  it  may  be  without  froth  or  gloss  add  a 
little  ear-wax  to  it ;  if  too  glossy,  throw  away  that  white  of  egg, 
and  put  some  fi-esh  to  it  without  saflfron  or  ear-wax;  if  it 
hardens  so  as  not  to  flow  in  the  pen  add  to  it  two  drops  of  rose- 
water.  And  if  you  wish  the  white  of  egg  not  to  smell,  add  to 
it  (that  is,  to  the  white  of  egg)  a  little  realgar  (red  orpiment) 
or  camphor. 

225.  To  prepare  azure  to  use  as  a  body  colour,  and  to  use  with 
the  pen. — Take  the  azure  and  put  it  into  a  glazed  saucer,  and 
then  add  some  clean  honey  to  it,  and  incorporate  them  well  to- 
gether ;  grind  the  honey  with  the  azure  upon  marble,  and  the 
more  it  is  ground  the  finer  and  better  it  will  be.  Then  put  it 
back  into  that  saucer  and  wash  it  with  warm  water,  until  the 
water  runs  ofl^  clear ;  then  wash  it  with  cold  water,  and  between 
each  washing  let  the  azure  sink  to  the  bottom,  and  continue  to 
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olio  damangdole  et  metile  in  una  pignatta  a  disfare  et  poi  le 
cola  et  mectile  disopra  a  la  ditta  pignatta  de  lo  alumj  et  lacte 
et  fa  che  lo  dito  olio  et  merolle  sopra  avanzano  3  deta  poi 
la  pone  al  sole  per  3  meeci  cioe  giugno,  luglio  et  agosto  et 
guarda  non  li  piuova  ne  vada  polvere  e  fatta. 

224.  A  preparare  il  cinabrio  per  udoperare  a  perma  etfare 
corpi, — Piglia  del  cinabrio  la  quantita  che  voj  et  macinalo 
molto  bene  asciutto  in  marmo  o  in  porfido  et  poi  lo  macina  cum 
aqua  chiara  o  vero  cum  ranno  da  capo  quanto  sia  bene  subtile 
quasi  senza  tatto  et  lajssalo  seccare  in  su  lo  marmo  poi  lo  mecti 
in  lo  cometto  et  lavalo  molto  bene  cum  ranno  diiaro  et  forte 
tanto  che  sia  bene  netto  poi  de  novo  el  lava  cum  aqua  chiara 
tanto  che  tu  crede  che  ne  sia  bene  uscito  quelle  ranno  poi  el 
lassa  quasi  seccare  pof  lo  lava  de  novo  cum  aqua  calda  et 
lassalo  posare  et  quasi  secare  poi  metice  sopra  chiara  dova  pre- 
parata  con  zaferamj  et  cum  rami  de  fico  triti  et  fallo  tanto 
liquido  che  scorgha  bene  per  la  penna  scrivendo.  Et  se  tu  el 
voli  per  fare  cotpi  metice  uno  poco  de  rosso  de  ovo  insiemj 
cum  la  chiara.  £t  se  tu  el  voli  per  scrivare  o  fiorirj  non  ce 
metare  lo  rosso  del  ovo.  £t  per  farlo  che  non  facia  schiuma 
et  lustro  metice  uno  poco  de  scarcatura  de  orechie  et  se  fiisse 
troppo  lustro  gietta  via  quella  chiara  et  metice  de  la  nova 
dove  non  sia  zafaramj  ne  brutura  de  orechie  et  se  se  indurasse 
che  non  scorisse  per  la  penna  metice  doi  gocie  daqua  rosa. 
£t  se  volesi  che  la  chiara  non  puza  mectice  dentro  uno  poco  de 
risa  gallo  o  de  canfora  et  cioe  in  la  chiara. 

225.  A  preperare  azurro  per  fare  corpi  et  per  adoperare  a 
penna. — Accipe  lo  azurro  et  metila  in  una  scudella  vitriata  poi 
ce  metti  del  mele  bene  netto  et  incorpora  bene  insiemj  poi 
macina  lo  mele  cum  lo  azurro  sopra  marmo  e  tanto  piu  sera 
macinato  tanto  vira  piu  fino  et  migliore  poi  lo  remetti  in  quella 
scudella  et  lavalo  cum  aqua  tepida  tanto  che  laqua  nescha 
chiara  poi  lo  lava  cum  aqua  frescha  et  da  luna  volta  alaltra 
lassa  andare  lo  azurro  al  fondo  et  tanto  continua  che  sia  bene 
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do  80  until  it  is  well  washed  and  purified.  Then  let  the  azure 
dry,  and  soak  it  in  clean  and  strong  ley  in  a  glass  vase,  such 
as  a  drinking-glass,  and  let  it  stand  for  the  space  of  7  days ; 
each  day  change  the  ley,  and  then  add  some  fresh  to  it,  and  let 
it  dry  in  the  shade  in  a  place  free  from  dust.  And  if  you  wish 
to  use  it  as  a  body  colour,  distemper  it  with  parchment-size,  or 
with  size  made  from  clippings  of  white  chamois  leather,  and 
it  will  do  well.  And  if  you  wish  to  use  it  with  a  pen  or  for 
miniatures,  distemper  it  with  gum-water  and  with  prepared 
white  of  egg,  and  it  will  do  well. 

226.  To  prepare  white  lead  for  painting. — Take  the  white 
lead,  and  wash  it  several  times  in  hot  water,  and  then  take  two 
grains  of  clear  gum-arabic  and  3  grains  of  white  incense, 
grind  them  very  well  with  a  little  clear  water,  and  then  add 
the  washed  white  lead,  and  grind  the  whole  together,  and 
collect  it  and  add  to  it  as  much  gum-water  as  you  think  it  will 
bear,  and  if  it  is  too  hard  put  a  little  fresh  water  to  it,  and  it 
will  do  well. 

227.  To  prepare  verdigris  for  painting, — ^Take  verdigris 
and  grind  it  weU  with  very  strong  vinegar,  and  then  make  a 
hollow  in  a  new  brick,  and  put  the  verdigris  into  the  hollow, 
until  the  brick  has  soaked  up  the  vinegar,  and  do  this  3  or  4 
times,  each  time  grinding  up  the  verdigris  with  the  vinegar 
afresh.  Then  take  a  little  gum  arabic,  and  grind  it  up  to- 
gether, and  if  you  wish  it  lighter,  add  a  little  giallolino  to  it, 
and  it  will  be  well  coloured. 

228.  To  prepare  orpimentfor  using  as  a  body  colour, — Take 
orpiment,  and  grind  it  dry,  and  know  that  it  is  hard  to  grind. 
In  order  to  grind  it  quickly,  grind  some  glass  with  it,  and  it  will 
grind  quickly,  and,  when  it  is  well  ground,  distemper  it  with 
gum  water  and  yolk  of  egg. 

229.  To  make  gum  water, — Take  clear  water  in  a  glass  cup 
with  gum  arabic  in  powder  and  make  it  rather  warm  over  the 
fire  until  it  is  well  liquefied,  and  then  keep  it  in  a  phial  and 
use  it. 

230.  To  temper  prasminum,  —  Take   prasminum,  grind  it 
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layato  et  purificato  poi  lassa  sciugare  lo  azurro  poi  lo  mecti  a 
moUo  in  ranno  da  capo  netto  et  forte  in  uno  vaso  de  vetrio 
commo  e  uno  bichiere  et  lassalo  stare  per  spatio  de  7  di  et 
omne  di  li  muta  el  ranno  poi  ce  meti  del  novo  poi  lo  lava  cum 
aqua  frescha  et  lassalo  sciugare  alombra  in  loco  che  non  vi 
vada  polvere.  Et  se  tu  el  voli  adoperare  per  fare  corpi  dis- 
temperalo  cum  coUa  de  carta  caprina  o  vero  colla  de  ritalglie 
de  camoscio  bianco  scamosciato  et  stara  bene.  £t  se  tu  el 
Toli  per  operare  a  penna  o  per  minii  distemperalo  cum  aqua 
gommata  et  cum  chiara  dovo  preparata  et  stara  bene. 

226.  A  preperare  la  biacha  per  dipenffiare. — Tolli  la  biacha 
et  lavala  piu  volte  cum  aqua  calda  poi  tolli  doi  granelli  de 
gomarabico  chiaro  et  3  granelli  de  incenso  biancbo  et  macinali 
molto  bene  cum  uno  poco  daqua  chiara  poi  ce  metti  la  biacha 
lavata  et  macina  omne  cosa  insiemj  poi  la  racogli  et  metice 
tanta  aqua  gommata  quanto  te  pare  che  comporta  et  se  fiisse 
troppo  dura  metice  uno  poco  daqua  chiara  et  stara  bene. 

227.  A  preparare  il  verderamo  per  dipengiare. — Hawi  ver- 
deramo  et  macinalo  cum  fortissimo  aceto  multo  bene  poi  lo 
pone  poi  fa  uno  cavo  in  uno  matone  novo  et  pone  el  dito  ver- 
deramo in  dito  concavo  per  infino  a  tanto  che  lo  matone  havera 
surbito  quelle  aceto  et  cusi  continua  3.  o  4  volte  omne  volta 
remacinando  lo  verderamo  cum  lo  aceto  poi  toUj  uno  poco  de 
gonunarabico  et  macina  insiemj  et  se  tu  lo  volesci  piu  chiaro 
macinace  uno  poco  de  zalulino  et  congrue  colorabitur. 

228.  A  preperare  loropiumento  per  fare  corpi, — Tolli  oro- 
piumento  et  macinalo  dasuto  et  sappi  che  e  duro  a  macinarlo 
per  macinarlo  presto  macinace  insiemj  cum  esso  del  vetrio  et 
macinarasse  presto  et  commo  e  bene  macinato  distempera  cum 
aqua  gomata  et  trolo  dovo  rosso. 

229.  Afaciendum  aquam gummatam, — Summeaquam  claram 
in  ciato  vitrj  cum  gummarabico  triturate  et  fac  aliquantulum 
calefacere  ad  ignem  donee  sit  bene  liquefactum  deinde  serva  in 
ampulla  et  utere. 

230.  Ad  distemperandum  prasminum, — Accipe  prasminum 
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with  pure  water,  and  let  it  dry,  and  when  you  wish  to  use  it, 
temper  it  with  gum  water,  and  if  you  wish  to  have  it  lighter, 
add  some  orpiment  to  it,  and  it  will  be  well  coloured. 

231.  To  temper  minium. — Take  minium  and  grind  it  with 
pure  water,  and  put  it  into  a  vase,  and  when  it  is  settled, 
separate  the  water  well,  and  temper  it  with  gum  water. 

232.  To  temper  giallolino. — Take  of  giallolino  whatever 
quantity  you  like  and  grind  it  on  porphyry  very  fine  with  fresh 
[3,  and  then  let  it  dry.  Then  grind  it  again  with  clear 
water,  and  let  it  dry,  and  then  temper  it  with  gum  water  and 
a  little  yolk  of  egg. 

233.  To  temper  the  rossetta. — Take  the  rossetta  and  grind  it 
well  with  gum  water,  and  it  will  become  hard  like  the  other 
colours.     When  it  is  hard,  temper  it  with  fresh  water. 

234.  To  prepare  saffron. — Take  safiron,  and  soak  it  in  a  shell 
with  prepared  white  of  egg  for  3  hours,  and  it  will  be  a  fine 
yellow.  I 

235.  To  temper  lake  to  use  in  body. — Take  the  lake  and 
grind  it  in  gum  water  with  2  or  3  grains  of  white  and  clear 
incense,  and  when  it  is  hard,  temper  it  with  fresh  water. 

236.  To  prepare  the  earths  for  painting  on  walls  or  on 
mortar. — Know  that  you  must  first  grind  red  earth,  and  green 
earth,  and  every  other  earth  for  painting  on  walls,  dry,  after- 
wards very  finely  with  clear  water,  then  let  the  colour  dry,  and 
temper  it  with  very  strong  gum  water,  or  with  egg,  that  is  to 
say,  with  the  yolk  and  white  mixed  and  well  beaten  up  to- 
gether, and  Mdth  fig  wood  cut  small  into  the  white  of  egg,  and 
with  this  vehicle  temper  any  letters,  and  they  will  look  well. 

237.  To  lay  flat  tints  and  make  [ornamental]  foliage. — ^If 
you  wish  to  make  foliage,  lay  on  a  flat  tint  of  what  colour  you 
like,  and  let  it  dry  very  well.  If  you  lay  a  flat  tint  of  green, 
use  the  pezzette  made  from  the  blue  lily  ^  for  the  shade,  and 
giallolino  for  the  light.     If  you  lay  a  flat  tint  of  azure,  use  the 

1  See  ante,  Nos.  92  and  125. 
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et  eum  tere  cum  pura  aqua  et  permitte  sicarj  et  cum  vis  ope- 
rare  tempera  cum  aqua  gummata  et  si  vis  eum  magis  clarum 
pone  cum  eo  de  auropiumento  et  congrue  colorabitur. 

231.  Ad  distemperandum  minium. — Habeas  minium  et  tere 
cum  aqua  pura  et  mitte  in  vase  et  cum  resederit  sepera  aquam 
optime  deinde  tempera  cum  aqua  gummata. 

232.  A  distemperare  el  zaHulino. — ToUi  del  zallulino  la 
quantita  che  voi  et  macinalo  in  porfido  cum  urina  frescha  sub- 
tilissimamente  et  poi  lo  lassa  secare  poi  lo  rimacina  de  nuovo 
cum  aqua  chiara  et  lassa  secare  et  poi  lo  distempera  cum  aqua 
gummata  et  uno  poco  de  rosso  dovo. 

233.  A  distemperare  la  rossecta, — ^Piglia  de  la  rossecta  et 
macinala  bene  cum  aqua  gummata  et  indopiasse  commo  li  altri 
collore  et  quando  e  dura  stemperala  cum  aqua  chiara. 

234.  A  preparare  el  zqfaramj. — Abbi  zafaramj  et  metilo  in 
la  tua  cocia  a  mollo  cum  chiara  preparata  et  lassala  stare  a 
molle  per  3  bore  et  sera  bello  zallo. 

235.  A  distemperare  lacha  per  fare  corpi, — Tolli  la  lacha  et 
macinala  cum  aqua  gommata  et  cum  doi  o  tre  granelli  de 
incenso  bianco  et  chiaro  et  quando  se  indurasse  stemperala  cum 
aqua  chiara. 

236.  A  preperare  le  terreper  adoperare  in  muro  o  in  calcina. 
— Sappi  che  la  terra  pagonaza  et  terra  verde  et  omne  terra  da 
dipeugiare  in  muro  se  macina  prima  da  secco  et  poi  cum  aqua 
chiara  molto  subtilmente  poi  se  lassa  sechare  poi  se  distempera 
cum  aqua  gommata  ben  tenace  o  vero  cum  lovo  cioe  chiara  et 
rosso  misto  et  dibatuto  bene  insiemj  et  cum  lingno  de  fico 
sminuzato  in  lovo  et  cum  esso  distempera  tucte  lettere  et  stara 

bene. 

237.  A  campeggiare  et  fare  fogliami.^Se  tu  volj  fare  fog- 
liami  campeggia  prima  de  quellj  collore  che  tu  volj  et  lassali 
sciucare  bene  de  vantagio.  Se  tu  campeggie  de  verde  la  pezola 
de  lo  giglio  e  lombra  sua  et  el  zallulino  e  lo  suo  relevo.  Se  tu 
campeggie  de  azurro  lombra  sua  e  la  pezola  pavonaza  et  la 
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purple  pezzette  for  the  shade,  and  white  lead  for  the  light.     If 
you  lay  a  flat  tint  of  red,  use  verzino  for  the  light. 

238.  To  maAe  stones  for  rings^  that  is  to  sayy  precious  gems 
clear  and  of  a  fine  colour.  And  you  may^  in  this  loay,  quickly 
and  easily f  make  pearls^  rulnes,  and  balas  rubies  which  are 
artificial^  and  not  natural, — Take  of  the  good  stone  which  is 
called  alabaster  of  Constantinople^  as  much  as  you  like;  first 
make  it  hot  like  iron  and  quench  it  in  very  strong  white 
vinegar  ;  afterwards  grind  it  fine  in  a  bronze  mortar,  and  put 
the  whole  of  it  into  linseed  or  olive  oil,  and  let  it  remain  for 
3  days  or  more.  Afterwards  put  it  into  a  cucurbit,  and  distil 
it  through  an  alembic,  and  collect  and  keep  what  comes  over. 
And  when  you  wish  to  colour  it,  put  into  that  water  whatever 
colour  you  like,  and  it  will  keep  its  colour  for  ever.  So  if  you 
want  to  have  a  sapphire,  put  ultramarine  azure  into  it  If  you 
wish  to  have  an  emerald,  put  in  some  verdigris*  If  you  wish 
to  have  a  topaz,  put  in  some  oil  from  the  yolks  of  hen's  eggs  and 
tin,  and  a  certain  water  must  be  made  by  soaking  the  colour  in  it 
for  3  days  with  some  alum  zucarino  or  scagliola,  and  then 
strain  this  coloured  water  through  a  fine  and  close  linen  cloth, 
and  in  the  same  manner  do  what  you  please.  Then  thicken  it 
by  the  fire  to  the  consistence  of  dough,  and  take  some  of  that 
paste  and  cut  it  into  whatever  shape  you  like,  a  stone  or  a  cup, 
or  a  vase,  boiling  it  well  with  olive  or  linseed  oil,  or  with  oil  of 
bitter  almonds ;  dry  it  in  a  hot  sun  upon  a  polished  board,  and 
it  will  be  like  true  and  natural  stone,  and  preserve  this  recipe 
as  of  great  use  and  advantage. 

239.  You  may  make  in  the  following  manner  vnth  crystal^ 
painted  and  factitious  stones,  such  as  topazes^  sapphires,  ^c*  — 
Take  1  lb.  of  the  best  crystal,  and  grind  it  in  a  mortar  and  sift 
it,  so  that  it  may  be  in  a  very  fine  powder.  Then  add  5  lbs. 
of  stag's  bones,  calcined  to  perfect  whiteness,  and  if  you  cannot 


1  'J'he  Alabaster  appears  to  supply  the  place  of  the  pounded  bricks  used 
in  the  common  process  of  distilling  oil.  The  object  of  employing  it  was  to 
equalize  the  heat  and  to  economise  time  and  fuel.  It  probably  also  pre- 
vented the  danger  of  the  oil  boiling  over. 


J 
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bicdia  e  el  suo  relevo.  Se  tu  campeggie  de  rosso  el  suo  relevo 
e  el  verzino. 

238.  Ad  lapides  anuHorum  componendos  scilicet  gemmas  pre- 

m 

tiosas  claras  et  laudabilis  colloris.  Et  margaritas  rubinos  et 
bahscios  que  sunt  artificiales  et  non  naturales  poteris  ita  com- 
panere  cito  et  facile. — Recipe  de  bono  lapide  qui  vocatur  ala- 
ba£(trum  constantinopolitaniun  quaDtum  vis  et  ilium  primo 
ignias  ut  ignitum  ferrum  et  extingue  in  acetum  album  acerri- 
mum  postea  tere  in  brumzi  mortario  subtiliter  et  totum  pone 
in  oleo  lini  vel  olive  ubi  stet  8^^  diebus  vel  plus  postea  pone  in 
cucurbita  et  stilla  per  elembicum  cujus  distillationem  coUige  et 
serva.  £t  cum  autem  vis  coUorare  pone  in  ipsa  aqua  quern 
colorem  vis  et  perpetue  tenebit  colorem.  Nain  si  vis  habere 
zafirrum  intus  pone  azurrum  ultramarinum.  Si  vis  habere 
smiralgdum  intus  ponem  viridem  herem.  Si  vi^  habere 
topatium  intus  pone  oleum  vittoUorum  ovorum  gallinarum  et 
%  [stannum]  quequidem  aqua  fiet  cum  interposito  collore  3  die- 
bus  rasine  aluminis  zucarini  vel  scaioli  deinde  aquam  coloratam 
cola  per  pannum  lineum  spissum  et  subtilem  et  idem  fac  quid 
vis.  Nam  congela  juxta  ignem  ut  veniat  ad  duritiem  paste  et 
de  tali  pasta  tolle  portionem  et  incide  ad  quam  formam  vis 
lapidem  vel  coppam  sive  vasem  bene  buliendo  cum  olive  oleo 
vel  oleo  seminis  lini  aut  oleo  amangdolarum  amarium  in  fre- 
venti  sole  ad  desiccandum  super  asidem  politam  et  erunt 
tamquam  vere  et  naturales  et  hoc  habeas  pro  magno  dono  ac 
utilitate. 

239.  Sicjiunt  de  christallo  lapides  picti  contrafacti  ut  topatii 
zafirri  etc, — Abeas  libram  j  cristalli  optimi  et  tere  in  mortario 
et  cribra  ut  sit  subtiliter  pulverizati  postea  pone  5  libras  ossum 
cervinum  combustum  usque  ad  albedinem  perfectam  si  vero 
non  poteris  habere  zervinum  ossum  habeas  bovinum  ossum  sive 

2  This  recipe  somewhat  resembles  one  in  the  Sloane  MS.,  No.  3661,  but 
in  this  last  MS.  it  is  said  that  the  sapphire  is  to  be  imitated  with  '*  Az- 
zurro  Ultramarino,"  while  in  the  text  "  good  azure  "  only  is  mentioned. 
See  Theophilus,  E.  ed.,  p.  176. 
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have  stag's  bones,  take  beef  bones  or  buffalo  bones.  Then 
take  of  sal  alkali  5  lbs.,  grind  it  fine,  and  mix  it  all  together, 
and  put  this  powder  in  a  strong  covered  jar,  luted  with 
lutum  sapientiae,  and  place  it  into  a  glass  furnace  where  it  may 
remain  5  or  7  days  at  the  most,  and  melt  it  into  glass  there. 
Afterwards  put  some  good  azure  upon  it,  and  knead  both  up 
together,  and  a  blue  colour  will  be  produced  and  you  may 
make  up  small  or  large  sapphires,  which  you  may  set  with  the 
stone  called  emerald.  If  you  wish  to  have  a  topaz,  add  safiron. 
If  you  wish  light  rubies  put  vermilion,  if  dark,  verzino.  If 
pomegranate  coloured  put  verzino  or  oricella  or  rose  colour. 
If  you  wish  jasper,  put  burnt  orpiment ;  for  what  is  made  of 
glass^  is  made  of  crystal,  as  before. 

240.  To  make  pearls. — Take  very  clear  crystal  glass,  aad 
reduce  it  to  as  fine  a  powder  as  you  can,  and  incorporate  it 
with  white  of  egg,  and  slime  of  snails,  and  with  that  paste 
make  pearls  in  moulds,  so  that  they  may  be  round,  perforate 
them  with  a  hog's  bristle,  and  then  put  them  in  a  hollow  vase 
over  the  fire,  so  that  ihey  may  become  white  hot ;  then  quench 
them  in  cold  water,  and  they  will  be  very  beautiful. 

241.  To  make  beautiful  saucers  of  crystal. — Calcine  bright 
crystal  or  white  marble  stones,  and  then  take  6  rotoli^  of  this  very 
white  calx,  2  rotoli  of  burnt  tartar,  and  1  rotolo  of  sal  alkali  ; 
put  them  all  into  the  glass  furnace,  and  let  them  melt  there, 
and  you  may  make  saucers  and  whatever  you  like,  and  they 
will  be  as  beautiful  as  crystal ;  and  if  you  paint  them  with  saf- 
fron of  Mars,  and  heat  what  you  have  painted  at  the  fire,  it  will 
be  like  fine  gold. 

242.  To  make  rubies, — Take  of  roche  alum  2,  1,  of  saltpetre 
3,  1,  and  reduce  them  to  fine  powder  together  ;  then  take  ver- 
zino boiled  with  wine  till  reduced  one-half,  and  with  this  wine 
mix  and  knead  up  the  said  powders  to  the  consistence  of  sauce  ; 
put  them  into  a  glass  vase  with  a  gentle  fire,  that  the  liquid 


^   Rotolo,  a  Venetian  weight  of  about  32  oz. ;  also  a  Sicilian  weight  of 
2jlbs.      But  see  No.  221,  p.  499. 
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buffalinum  deinde  toUe  salis  alcali  lb.  5  et  subtiliter  tere  et 
commisce  bene  insimul  et  hunc  pulverem  pone  in  forti  oUa 
coperta  et  Into  sapientie  lutata  et  pone  in  formace  vitrialorum 
ubi  stet  quinque  diebus  vel  secptem  ad  plus  et  illic  fundatur 
Titrimn  postea  superpone  de  bono  azurro  et  insimul  stempera 
et  fiet  color  cilistrinus  et  confieias  zafiros  grossos  vel  parvos 
quos  actabis  cum  petra  que  vocatur  smiraglius.  Si  vis  habere 
topatium  pone  desuper  crocum.  Si  rubinos  claros  pone  cina- 
brium.  Si  obscuros  pone  verzinum.  Si  granatas  pone  ver- 
zinum  sive  oricelle  aut  rose.  Si  iaspides  pone  exustum  de 
auripiumento  nam  quod  fit  de  vitro  fit  de  cristallo  ut  pre- 
dictum. 

240.  Adfatiendum  inargaritas. — Accipe  vitrum  cristallinum 
lucidissimum  et  subtiliter  pulveriza  quantum  potes  et  incorpora 
cum  albumine  ovj  et  spuma  lumace  et  de  ilia  massa  forma 
perlas  cum  formis  ut  sit  bene  rotunda  et  perfora  cum  una  seta 
porci  deinde  pone  eas  in  uno  vase  cupo  ad  ignem  tantum  quod 
fiant  albe  postea  extingue  eas  cum  clara  aqua  et  erunt  pul- 
cherrime. 

241.  Adfatiendum  pukras  scutes  de  cristaUo. — Habeas  lapi- 
des  vivos  cristallinos  sive  marmorinos  albos  et  de  ipsis  fac  cal- 
cina  de  quo  vis  deinde  accipe  de  ista  calcina  albissima  rodulos 
6.  tartari  usti  rodulos  2.  et  sal  alcali  rodulos  unum  et  pone  in 
fomace  vitri  et  ibi  fac  fiindere  et  poteris  facere  scutellas  et  quod- 
quumque  volueris  et  erunt  pulcre  ut  cristallus  et  si  pingis  de 
croco  ferri  et  calefatias  ad  ignem  picturas  erunt  sicut  aurum 
finum. 

242.  Ad  rubinos  comporijendum. — ^ToUe  aluminis  rocci  2.  j. 
salis  nitri  3.  j.  et  pulveriza  subtiliter  insimul  deinde  accipe  ver- 
zinum  bulitum  in  vinum  ad  medium  et  cum  dicto  vino  impasta 
et  incorpora  dictos  pulveres  ad  modum  saporis  et  pone  in  vase 
vitrio  cum  parvo  igne  ut  siccetur  et  in  unam  massam  reducetur 
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may  evaporate,  and  that  the  whole  may  form  one  mass.  Take 
it  off  the  fire,  and  let  it  stand  7  days,  and  you  will  find  a  well- 
coloured  substance  like  dough,  mould  it  into  any  shape  you 
please. 

243.  To  make  balas  rubies, — Put  a  stone  of  pure  crystal  into 
a  hollow  iron  ladle,  and  make  a  good  fire  under  it.  When  the 
whole  of  the  ladle,  with  the  stone  in  it,  is  red  hot,  take  clear 
and  cold  spring  water,  and  throw  a  drop  of  it  upon  the  stone, 
and  afterwards  put  it  back  gently  to  the  fire ;  then  take  dra- 
gon^s  blood  in  fine  powder,  make  it  into  a  lump,  and  anoint  the 
stone,  and  put  it  back  to  the  fire  so  that  the  ladle  may  get  red. 
hot  with  a  little  fire,  and  then  remove  it  from  the  fire  and  let  it 
cool  near  the  fire,  and  when  it  is  almost  cool,  rub  it  with  a  piece 
of  very  rough  woollen  cloth,  and  it  will  be  well  done. 

244.  To  make  fine  pearls,  and  of  a  good  colour  to  all  appear- 
ance,— ^Take  stones  from  the  heads  of  fishes  in  fine  powder,  and 
incorporate  the  powder  with  white  of  egg  to  the  consistence  of 
dough,  and  then  shape  the  pearls  that  they  may  be  perfectly 
round;  perforate  them  with  a  hog's  bristle,  and  pass  a  horse- 
hair through  the  hole ;  then  place  them  in  the  sun  to  dry.  Then 
boil  them  in  new  milk,  and  let  tliem  cool  in  a  place  free  from 
wind  and  dust  until  they  become  hard. 

245.  To  make  pearlsy  which  are  just  like  natural  pearls^  and 
undoubtedly  real  and  good. — Take  mother  of  pearl,  or  very  fine 
pearls,  or  that  shining  matter  which  is  in  pearls'  shells,  pound 
it  fine,  and  take  two  parts  of  this  powder,  and  one  part  of  very 
white  powdered  gum  arabic,  mix  the  whole  with  dew,  and  then 
make  up  the  pearls  into  a  good  shape  and  dry  them  before  the 
fire,  and  before  they  are  quite  hard  perforate  them  with  a  hog's 
bristle,  and  then  let  them  get  very  hard,  and  polish  them  gently 
with  the  tool  with  which  the  goldsmiths  polish  stones.  Then 
take  very  white  cheese  and  some  milk  of  a  fig-tree,  and  put  the 
powdered  cheese  into  that  milk,  and  expose  it  to  the  open  air 
in  a  clean  vessel,  and  it  will  be  dissolved.  Then  string  your 
pearls  on  a  horsehair  or  thread,  warm  them  well  before  the  fire. 
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et  leva  ab  igne  et  dimicte  stare  per  7  ?  dies,  et  invenies  mathe- 
riam  in  modum  paste  bene  coloratam  et  fae  aut  forma  quid  vis 
ad  libitum. 

243.  Ad  fatiendum  balascios. — Accipe  lapidem  cristalli  puri 
et  habeas  unam  paleetam  ferri  concavam  et  ea  micte  lapidem 
et  fac  subtus  ignem  bonum  et  cum  fuerit  ignita  tola  palecta 
cum  lapide  intus  habeas  claram  et  frigidam  aquam  surgentem 
et  proice  unam  guctam  super  dictum  lapidem  postea  suaviter 
repone  ad  ignem  et  habeas  sanguinem  draconis  finum  pulveriza- 
tum  subtiliter  et  fatias  ex  eo  imam  maxam  et  unge  lapidem  e^ 
remite  ad  ignem  ut  palecta  veniat  rubea  cum  parvo  igne  deinde 
elleva  ad  igne  et  permitte  fngidarj  justa  ignem  et  cum  fiierit 
quasi  firigida  firica  eam  cum  pettia  panni  lini  acerrimj  et  bene 
erit  factum. 

244.  Adfatiendumpulcrasperlas  tamqtuzm  et  laudabilis  coloris 
in  aparentia. — Habeas  lapides  pisscium  de  capitibus  pulverri- 
zatos  suctiliter  et  incorpora  cum  albumine  ovj  ut  pasta  forma 
postea  et  fac  ut  sit  bene  rotunda  post  perfora  cum  seta  porci  per 
quod  foramen  pone  setam  equi  et  dimite  ut  ad  solem  siccentur 
demum  quoque  eas  in  lacte  recenti  et  dimicte  fridare  in  loco 
sine  vento  et  pulvere  donee  in  duritiem  convertantur. 

245.  Ad  fatiendum  margaritas  siveperlas  tanquam  naturales 
et  optimas  et  veras  sine  duhio. — Summe  matrem  perle  sive  perlas 
minutissimas  aut  lucidum  illud  quod  est  in  conchiliis  perlarum 
et  pulveriza  subtilissime  et  de  eo  pulvere  acipe  partes  duas  et 
partem  unam  albissimam  gummam  arabicam  pulverizatam  et 
misce  cum  aqua  roris  demum  informa  optime  et  desicca  ad 
humbram  et  antequam  multum  indurescant  perfora  cum  seta 
porcina  et  dimitte  fortiter  durescere  postea  poli  plane  cum  quo 
poliunt  aurifices  lapides  postea  acipe  casum  albissimum  et  lac 
fici  et  pone  in  eo  lacte  ditum  casum  pulverizatum  et  dimicte  ad 
serenum  in  vasculo  mundo  et  disolvetur  postea  micte  perlas  tuas 
in  seta  caballi  aut  in  filo  et  calefac  bene  eas  ad  ignem  postea 
merge  eas  in  tali  disolutione  et  eleva  et  dimitte  sicari  demum 
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dip  them  into  this  solution,  and  take  them  out  and  let  them  dry, 
and  then  warm  the  solution.  Dip  the  pearls  in  it  and  dry  them, 
and  repeat  the  process  until  you  have  very  bright  pearls  ;  then 
bury  them  in  barley  meal  for  2  hours,  and  rub  them  well  with 
a  cloth.  And  a  certain  Spaniard^  told  me  that  I  might  dissolve 
them  in  lemon  juice^  and  dry  the  powder,  and  make  up  the 
pearls  with  snails'  slime,  so  as  to  be  like  dough.  Then  shape 
them,  and  take  a  piece  of  stale  and  tender  beef,  cut  it  open, 
and,  making  holes  in  the  meat,  put  each  pearl  into  a  separate 
hole,  and  join  the  pieces  together,  and  tie  them  well  lest  the 
vapour  of  the  pearls  should  escape,  and  bake  them  in  the  oven 
until  the  meat  is  well  dressed  for  eating,  and  they  will  be  good 
and  perfect ;  but  if  by  chance  the  meat  should  be  too  much 
burnt  for  eating,  give  the  pearls  to  a  pigeon  to  swallow  for  a 
day  or  more,  and  they  will  then  be  very  bright. 

246.  To  make  large  pearls  out  of  small  ones, — Grind  small 
pearls  fine  in  a  bronze  mortar,  and  then  take  the  juice  of  citrons, 
and  filter  it ;  next  take  urine  and  spirit  of  turpentine,  of  each 
one-third  part  of  the  quantity  of  the  citron  juice,  and  knead  up 
the  powder  with  this  water  so  that  it  may  become  like  dough ; 
let  it  stand  for  3  days  in  the  sun,  and  afterwards  knead  it  well 
together  and  put  it  upon  glass,  and  make  pearls  just  as  you 
please  with  "  oleo  muscellino,"*  and  then  perforate  them  with  a 
hog's  bristle,  and  pass  a  horsehair  through  the  hole  and  leave 
them  in  the  sun  until  they  are  dry.  Then  put  them  into  the 
belly  of  a  fish,  having  thrown  away  the  inside,  and  bake  it 
as  if  it  were  a  pie ;  then  take  out  the  pearls,  and  you  will  fiaid 
them  converted  into  hard  stones.  Rub  them  well  in  a  linen 
cloth  with  barley  meal,  and  they  will  be  very  bright. 

247.  To  clean  pearls. — Take  pearls,  and  wash  them  well  in 
clear  water  in  a  very  clean  cloth,  and  then  take  ultramarine 
soap,^  and  dissolve  it  in  water,  and  wash  them  as  before. 


1  Probably  Jaoopo  de  Tholeto  before  mentioned. 

2  A  composition  of  oil ,  water,  spices,  and  odoriferous  drugs.    See  Ricet- 
tario  Florentine. 
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itemm  calefac  dictam  disolutionem  et  siunerge  et  desica  et  sic 
tandiu  reitera  donee  habeas  perlas  luccidissimas  deinde  sepelias 
eas  in  furfiire  ordeacio  per  duas  horas  et  fidca  optime  cum  panno. 
£t  quidam  Ispanus  dixit  mihi  ut  eas  in  succo  limonum  sol- 
verem  novem  recottam  et  siccetur  et  cumglutinetur  cum  glutine 
limatii  et  sint  sicut  pasta  et  formentur  postea  accipe  frustnim 
camis  yeteri  et  macer  tauri  et  divide  fiiistrum  et  facta  fovea 
incame  coUoca  singulas  perlas  in  singulis  foveis  et  reiunge 
earnes  et  liga  perfecte  ne  vaporet  fumus  perlarum  et  infumo 
bene  assa  et  sint  bone  ad  comedendum  et  erunt  bone  et  perfecte 
sed  si  forte  erunt  nimis  aduste  da  comedere  columbo  per  diem 
vel  plus  et  erunt  lucidissime. 


246.  Adfatiendum  perlas  grossas  de  mirmtis. — ^Tere  parvas 
margaritas  inmortario  brunzi  subtiliter  demum  accipe  citosita- 
tern  citrorum  et  distilla  per  filtrum  et  de  urina  et  de  aqua  rasi 
quantum  est  tertia  pars  aque  citri  et  impasta  dictum  pulverem 
cum  hac  aqua  ita  quod  deveniat  sicut  pasta  et  dimicte  per  tres 
dies  ad  solem  postea  cum  glutina  diligenter  et  depone  super 
vitrum  et  forma  margaritas  ad  libitum  cum  oleo  muscellino 
postea  perfora  cum  porcina  seta  per  quod  foramen  pone  setam 
equinam  et  dimite  ad  solem  donee  sicentur  demum  pone  in 
ventre  pisds  buce&Uj  egeritis  interioribus  et  sue  sive  cuscias 
ventrem  et  fac  inde  pastiUum  et  quoque  et  extrage  et  invenies 
lapides  duros.  Et  fnca  eas  cum  furfure  ordei  in  panno  fortiter 
demum  da  coUumbo  vel  gallo  comedere  per  diem  j  vel  amplius 
sicut  videtur  et  iterum  frica  cum  furfure  ut  prius  et  erunt  luci- 
dissime. 

247.  Ad  margaritcLs  sive  perlas  clarificandas. — ^Accipe  perlas 
et  kva  fortiter  in  aqua  limpidissima  in  panno  mundissimo  et 
tunc  acipe  saponem  ultramarinum  et  disolve  in  aqua  et  lava  ut 
supra. 

3  Probably  the  Roman  Soap,  with  which  it  was  said  in  No.  4,  that  the 
Azurum  Citramarinum  was  to  be  washed. 


1 


5 1 4  BOLOGNESE  MANUSCRIPT. 

248.  To  make  an  emerald  of  crystal. — Take  crystal,  and  soak 
it  in  alum  for  12  days,  and  then  cook  it  in  verdigris,  and  it  will 
be  in  appearance  a  fine  emerald,  like  a  real  one.  And  so  you 
may  make  a  sapphire  and  all  other  precious  stones  according 
to  the  colour  you  add  to  the  crystal,  proceeding  in  the  same 
manner  as  before,  and  you  will  have  imitations  of  all  the  precious 
stones. 

249.  To  make  a  chrysolite  with  crystal. — Take  a  crystal,  and 
steep  it  in  alum  for  15  days  ;  then  cook  it  in  orpiment,  and  it 
will  appear  a  chrysolite. 

250.  To  make  amber. ^ — Take  burnt  tartar,  and  make  a  ley  with 
very  strong  vinegar,  reduce  it  by  boiling  to  one -half,  strain  it 
agam  through  the  burnt  tartar,  and  let  it  settle  and  clear  itself. 
Then  take  yolk  of  eggs  for  the  red,  and  white  of  egg  for  the 
white,  and  beat  them  well,  and  let  them  stand  for  3  days  in  the 
sun  until  they  are  decomposed ;  then  put  the  vinegar  with  the 
eggs  into  a  glass  vase,  place  them  near  the  fire,  and  make  them 
boil,  and  for  each  egg  put  2  [oz.],  5  [dr.]  of  spirit  of  wine  and 
of  honey ;  of  tempered  saffron,  3,  1 ;  of  myrrh,  3,  5 ;  and  of 
cherry  gum,  3,  5.  Strain  all  these  things  so  prepared,  boil  them 
for  an  hour,  and  let  them  cool,  and  make  amber  [beads]  just  as 
you  please ;  then  pierce  them  with  a  hog's  bristle,  and  afterwards 
anoint  them  with  linseed  oil,  and  at  length,  when  they  are  dry, 
anoint  them  with  liquid  varnish,  and  they  will  be  very  beautiful. 

251.  To  maJte  amber  (beads). — Take  the  whites  of  hen's 
eggs,  and  whip  them  with  a  sponge  till  they  cease  to  froth ;  add 
a  little  roche  alum,  colophony  well  powdered,  and  some  cherry 
gum.  Strain  the  mixture  through  a  cloth,  and  put  it  into  a 
flask  well  closed  and  luted,  and  set  the  flask  in  a  jar  full  of 
water  ;  boil  it  for  an  hour,  and  then  put  it  to  cool  in  the  open 
air,  and  dry  it,  and  afterwards  wrap  it  up  in  a  linen  cloth  and 
bury  it  in  dung  for  3  days,  and  it  will  then  be  liquid,  so  that 
you  may  work  it  in  your  hands,  and  make  beads  and  whatever 
you  please.    While  you  are  modelling  them,  anoint  your  hands 


1  The  value  of  amber  at  this  time  may  be  estimated  by  the  numerous 
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248.  Ad  fatiendum  smiralgdum  de  christallo. — Habeas  cris- 
taUum  et  micte  in  allumine  per  dies  duodecim  postea  quoque 
in  viride  ere  et  erit  smiraldus  nobilis  in  aparentia  ut  esset 
finmn.  Et  sic  poteris  habere  za6rrum  et  omnes  lapides  pre- 
tiosos  secundum  colorem  quern  vis  mictere  cristallum  et  fac  in 
supradicto  modo  et  babebis  omnes  lapides  pretiosos  contrafactos. 

249.  Ad  fatiendum  erisolitum  de  cristallo, — Tolle  cristallum 
et  micte  in  alumine  per  15  dies  demum  quoque  in  auripiumento 
et  apparebit  erisolitum. 

250.  Ad  fatiendum  ambra. — Accipe  cinerem  fetie  et  fac  lis- 
ciyium  cum  aceto  albo  fortissimo  et  deinde  fac  eum  bullire  per 
medium  ut  revertatur  et  iterum  cola  per  dictum  cinerem  et  fac 
eum  quiescere  at  sit  bene  clarum  demum  acipe  ovorum  vitella 
pro  rubeis  et  a.lbumina  pro  albis  et  percute  bene  et  permitte 
per  tres  dies  ad  solem  quiescere  donee  fiant  putride  deinde  tolle 
dictum  acetum  cum  dictis  ovis  in  uno  vaso  vitrio  et  pone  ad 
ignem  et  fac  bullire  et  pro  omni  ovo  mitte  2.  5.  aque  vite  et 
mellis  ana,  et  croci  stemperati  3.  j.  mirre  3.  5.  gumme  cere- 
sarum  3.  5.  stringentur  ea  et  omnia  sic  preparata  fac  bullire 
per  unam  horam  et  micte  fri^dari  et  forma  ambra  ad  libitum 
tiium  et  fora  ea  cum  porcina  seta  et  postea  unge  ea  cum  oleo 
seminj  linj  demum  quando  sunt  sicce  unge  ea  cum  liquida  ver- 
nice  et  permitte  sicare  et  erunt  pulcherrime. 

251.  Ad  ambra  fatiendum. — Tolle  albumina  ovorum  galli- 
narum  et  cum  spungiu  tantum  perchute  ne  aliqua  spuma  ap- 
pareat  et  mite  aliquantulum  aluminis  rocci  et  colofonie  optime 
pulverizate  gume  cerese  et  per  pannum  cola  et  pone  in  ampulla 
bene  clausa  et  lutata  et  pone  in  oUa  aque  plena  et  fac  bulire 
per  unam  boram  demum  pone  ad  refrigidare  ad  serenum  ut 
accetur  postea  involve  in  panno  lineo  et  pone  sub  fimo  per  3  dies 
postea  erit  liquida  qua  poteris  ducere  in  manus  et  forma  ambra 
et  quicquid  vis  aliud  et  cum  formabis  ea  unge  tuas  manus 
comuni  oleo  et  fora  ea  et  pone  ad  siccandum  et  erunt  facta. 

redpes  for  imitating  it.     The  use  of  this  factitious  amber  appears  to  have 
been  for  making  *'  beads  for  Paternosters/'  as  it  is  expressed  in  No.  272. 
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with  common  oil,  pierce  the  beads,  and  let  them  dry,  and  they 
will  be  done. 

252.  For  the  same.—Tdke  white  of  eggs,  beaten  as  if  for 
distempering  vermilion,  and  put  it  into  a  flask  and  boil  it  in 
very  strong  vinegar  until  it  coagulates ;  then  break  the  flask, 
and  make  beads  of  it. 

253.  For  the  same  purpose. — Take  arsenic  in  crystals^  and 
roche  alum  finely  pounded,  of  each  equal  quantities ;  distemper 
these  ingredients  with  white  of  egg  well  whipped,  and  then  put 
them  into  a  very  clean  budello  di  castrone,  which  must  be  boiled 
until  it  becomes  hard.  When  you  wish  to  use  it  and  soften  it,  boil 
the  budello  with  white  vinegar,  and  make  the  beads  as  you  please. 
If  you  wish  to  make  them  yellow,  add  some  safiron,  and  mix 
the  ingredients  well  together  in  powder ;  Jhen  strain  the  powder 
through  a  linen  cloth,  and  boil  it  as  before  directed.  And  if 
you  wish  the  colour  to  be  red,  mix  the  white  of  egg  used  for 
vermilion  with  sandal-wood  *  in  powder,  and  do  as  before  di- 
rected. And  if  you  wish  the  colour  to  be  green,  take  verdi- 
gris, and  mix  it  with  white  of  egg,  and  do  as  before.  And  if 
you  wish  it  to  be  blue,  take  azure,  and  do  as  before  directed. 

254.  For  the  same^  as  before. — ^Take  purified  white  of  egg, 
coagulate  it  over  a  slow  fire,  and  make  beads  of  it ;  then  let  it 
dry  in  the  sun,  and  you  may  make  it  of  whatever  colour  you 
like  by  putting  into  it  the  colour  which  you  wish  to  give  it^ 
but  it  must  be  coagulated  in  a  round  shape. 

255.  To  calcine  crystal. — ^Take  small  pieces  of  crystal  of  the 
size  of  ohesnuts,  wash  them  well,  and  dry  them ;  put  them  in  a 
reverberatory  fiimace,  until  they  are  red  hot,  then  throw  them 
into  clear  water.  Do  this  4  or  5  times,  and  then  pound  what 
was  calcined ;  and  in  the  same  manner  the  emerald  must  be 
calcined. 


1  The  method  of  preparing  arsenic  in  crystals  is  thus  described  by  Mat« 
thioli : — "  Crystalled  Arsenic,  so  called  because  it  is  transparent,  like  crys- 
tal, is  not  found  native  with  orpiment,  as  my  countryman  Vannoccio  writes 
is  Pyrotechnia ;  but  is  prepared  artificially  from  pounded  orpiment  and 
by  heating  and  8u)>liming  them  together  in  certain  covered  earthen 
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252.  Ad  idem. — Habeas  albumen  ovonun  ruptum  inmodum 
ad  temperandum  cenabrium  et  micte  in  ampulla  ut  impleatur 
et  in  aceto  acemmo  fac  buUire  donee  congeletur  demum  frange 
ampulla  et  forma  ambra. 

253.  Super  eodem.  —  Piglia  arsenieo  criBtallino  alumi  de 
roccho  bene  pisto  ana  et  distempera  queste  cose  cum  chiara 
dova  rucpta  bene  poi  mecte  queste  cose  in  uno  budello  de 
castrone  bene  necto  et  fa  bullire  tanto  che  divente  sodo  et 
quando  el  vorai  adoperare  et  indolcirlo  fa  bulire  lo  dicto  budello 
cum  aceto  bianco  poi  forma  limbra  Qambra  ?]  a  tuo  piacere. 
Se  tu  le  vol  fare  gialli  mistace  del  za£suramj  et  remista  bene 
insiemj  in  polvere  poi  lo  cola  cum  panno  de  lino  et  cocilo 
commo  e  dicto  disopra  et  se  lo  voi  rosce  mista  cum  la  chiara 
del  dnabrio  cum  li  sandoli  in  polvere  et  fa  commo  e  disopra 
dicto.  £t  se  lo  voi  verde  tolli  verderamo  et  mista  cum  chiara 
et  fa  commo  disopra.  £t  se  volesce  azurre  tolli  azurro  et  fa 
per  lo  modo  sopra  dicto. 

254.  Ad  idem  tU  supra. — Habeas  ovorum  clara  purificata  et 
coagula  lento  igne  et  fac  ambra  postea  dimite  ipsum  sicare  ad 
solem  et  potes  facere  de  quolibet  colore  vis  colorare  pone  intus 
colorem  sed  formam  rutundam  debet  coagulari. 

255.  Ad  calcinandum  cristaUum. — Capias  pecios  christalli 
parvos  ut  castanea  et  ipsos  bene  lava  et  desica  demum  pone  in 
igne  reverberationis  donee  rubiscentur  postea  proice  in  aqua 
frigida  et  ita  fac  4.  vel  5  vicibus  deinde  pista  quod  calcinatum 
est.    Et  idem  modo  calcinabitur  smiriglium. 


Teasels,  made  for  the  purpose ;  the  arsenic  sublimes  and  attaches  itself  to 
the  covers,  and  becomes  clear  and  transparent,  especially  in  the  centre.*' 
Matt.  p.  1428. 

*  Saiidali  Rossi.    The  wood  of  the  Pterocarpus  Santalinus.    It  is  used 
in  dyeing,  and  for  colouring  varnishes. 
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256.  To  prepare  crystal — Take  crystal,  make  it  very  hot, 
and  quench  it  in  cold  water ;  break  it  and  reduce  it  to  powder ; 
and  when  it  is  powdered,  take  5  parts  of  the  powder,  1  part  of 
calcined  tartar,  and  1  part  of  sal-alkali ;  melt  them  together 
until  the  tartar  and  sal-alkali  are  consumed,  and  then  colour 
the  glass  with  any  colour  you  choose,  if  you  think  proper,  and 
do  what  you  choose  with  it. 

257.  To  make  factitious  crystal. — Take  the  whites  of  30 
eggs,  beaten  to  a  froth,  and  2 . 2  of  common  salt,  put  them  into 
a  jar  to  boil  till  reduced  to  one-third ;  then  fill  the  jar  again, 
and  add  of  oil  of  chamomile^  2.ij  ;  boil  it  again  till  it  dries, 
and  then  set  it  by  to  cool.  Make  it  into  any  form  you  please. 
With  oil  it  will  make  amber,  and  without  oil  it  will  appear  like 
crystal. 

258.  To  soften  crystal.— Take  roche  alum,  and  grind  it  well 
upon  marble  with  very  strong  vinegar,  then  put  it  into  a  glazed 
vase,  and  make  it  boil  until  it  is  dry.  Having  done  this,  take 
it  out  and  grind  it  again,  and  do  this  5  times,  and  afterwards 
put  it  in  a  glass  flask  beneath  dung  until  it  lA  dissolved.  Then 
throw  away  the  supernatant  water,  and  you  may  then  ^ve  a 
colour  to  the  crystal,  and  mould  whatever  you  like. 

259.  To  imitate  precious  stones  with  crystal. — Take  roche 
alum,  alum  zucarino,  Roman  vitriol,  and  "  salis  copertum,"  of 
each  equal  quantities,  and  put  these  ingredients  into  clear 
and  strained  ley,  and  dissolve  them,  and  you  may  colour  the 
crystal.  For  a  sapphire,  add  azure ;  for  an  emerald,  add  ver- 
digris ;  for  a  ruby,  add  vermilion;  for  a  balas  ruby,  add  ve^• 
zino  or  ^^  stupio ;"  for  hyacinth,  sky-blue  and  a  little  azure ; 
for  amethyst,  some  oricella ;  and  so  you  may  imitate  all  stones 
by  adding  different  colours.  Remember,  however,  that  the 
crystal  and  the  colours  must  be  dissolved  like  colours  and 
coagulated.     Then  boil  them  till  they  become  like  stones. 

260.  To  soften  crystal  previous  to  stamping  or  carving  it  like 
wax. — Take  fine  crystal  and  put  it  to  soak  in  the  blood  of  a 

^  The  old  method  of  preparing  this  oil  was  by  steeping  chamomile  flowers 
in  olive  oil,  and  exposing  the  bottle  to  the  sun  for  40  days.     See  Ricct- 
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256.  Adjixandumcristallum. — Tolle  cristallum  et  calefatiafi 
eum  valde  fortiter  et  proice  in  aqua  fngida  et  ipse  frange  et 
reduc  in  pulverem  et  eo  pulverizato  recipe  de  ipso  partes  5  et 
partem  j  de  tartaro  calcinato  et  partem  j  de  sale  alcali  et  funde 
insimul  donee  tartarum  et  sal  alcali  consumentur  et  ibi  colora 
ipsum  de  quo  colore  vis  colorare  si  placet  et  fac  de  ipso  opus 
tuum. 

257.  Adfatiendum  chrtitaUum  contrafactam. — Habeas  album 
triginta  OTorum  et  |  :  2.  {sic)  salis  comunis  et  bene  spumatum 
pone  io  ampulla  ut  buUiant  donee  reducatur  ad  tertium  et 
iterum  repleatiur  ampulla  et  in  ea  ponatur  olei  camomille 
2.  ij  {sic)  et  iterum  buliatur  ut  desicetur  et  pone  ad  refri^dan- 
dmn  et  fonna  quic  vis  cum  oleo  erunt  ambra  et  sine  oleo  apare- 
bit  cristallum. 

258.  Ad  molificandum  cristallum. '^Accife  aluminis  rocj  et 
tere  bene  super  marmorem  cum  fortissimo  aceto  deinde  pone 
in  vase  vitriato  et  fac  bulire  donee  desicetur  hoc  facto  extrahe 
et  iterum  tere  et  sic  fac  vicibus  5.  postea  pone  in  ampulla 
vitriasub  fimo  donee  solyeatinr  deinde  aqua  que  supematet  proi- 
ciatur  et  tunc  poteris  dare  coUorem  christallo  et  formare  quic- 
quid  vis. 

259.  Ad  faciendum  lapides  pretiosos  covtrafactos  de  cinstallo. 
— Abeas  aluminis  rocce,  aluminis  zucarini,  vitrioli  romani,  salis 
copertum  ana  et  tere  bene  simul  et  pone  in  urina  colata  et 
clara  et  dimite  ut  disolvitur  et  poteris  colorare  cristallum  pro 
zafirro  pone  azurrum  pro  smiralgdo  pone  viridi  es  et  pro  rubino 
cinaprium  pro  balascio  brasilem  sive  stupio  pro  iacinto  celeste 
pardm  azurri  pro  amastito  ex  oricella  et  sic  poteris  habere 
omnes  lapides  ponendo  colorem.  Memento  tamen  quod  oris* 
tallus  et  collores  debent  resolvi  ad  modum  colons  et  congellare 
deinde  buUiant  in  modum  lapidum. 

260.  A  mollijicare  el  cristallo  prima  eke  porai  impromptare 
et  tagliare  comma  cera. — Recipe  el  cristallo  fino  et  metilo  a 

tario  Fiorentino,  p.  248.     At  the  present  time  a  distilled  oil  is  made  from 
Chamomiles. 


1 


520  BOLOGNESE  MAKUSCRIFT. 

lamb,  or  of  a  calf  fresh  killed,  and  it  will  soon  become  soft, 
and  when  it  is  cold  it  will  again  become  hard  and  shining  as 
before. 

261.  This  is  a  hidden  philosophical  operation^  that  is  to  sat/j 
to  make  large  corals  out  of  small  ones  in  this  way. — Take  what- 
ever quantity  you  like  of  the  small  seed  corals,  and  pound 
them  and  pulverize  them  so  as  to  be  almost  impalpable,  and 
then  take  lemon-juice,  well  purified,  as  follows: — ^Take  the 
juice  and  first  strain  it  through  a  thick  woollen  cloth,  and  do 
this  3  or  4  times,  and  then  filter  it  until  it  is  perfectly  clear, 
and  knead  up  the  powder  with  this  juice  in  a  glass  vase ;  and, 
when  well  incorporated  and  soaked,  let  the  juice  cover  the 
powder  by  two  or  three  fingers'  breadths,  and  then  you  will  see 
that  it  will  produce  a  certain  creamy  or  thick  liquor  on  the  top 
of  it.  Take  this  and  put  it  aside  in  a  clean  jar ;  then  take  the 
powders,  and  let  them  dry  until  they  become  as  hard  as  stiff 
paste,  and  with  this  paste  make  large  corals,  or  images,  or 
horses,  or  figures,  or  branches  of  coral,  or  whateva*  you  like, 
and  put  them  into  a  place  secure  from  dust,  smoke,  wind,  and 
sun,  and  let  them  dry  a  little ;  and  before  they  are  quite  dry» 
anoint  them  with  that  creamy  liquor  which  you  reserved ;  let 
them  dry  well  and  completely,  and  you  will  have  a  fine  and 
polished  and  genuine  work,  which  is  of  considerable  pr<^t. 

262.  To  make  good  liquid  varnish. — Take  2  lbs.  of  com- 
mon oil,  and  2  lbs.  of  fresh  linseed,  and  boil  them  together  in 
a  glazed  pipkin  until  it  is  reduced  one-half,  and  then  pour  it 
into  another  glazed  vase,  such  as  a  pipkin,  and  take  a  tripod 
and  place  the  pipkin  on  it,  and  make  a  clear  fire  under  it,  and 
when  the  liquid  begins  to  boil  add  to  it  30  or  40  cloves  of 
garlic,  cleaned  and  scraped  fine,  and  a  little  rodie  alum  at 
discretion,  and  let  it  boil ;  and  if  you  wish  to  know  when  it  is 
well  done,  take  a  hen's  feather  and  dip  it  in  the  mixture.  If 
the  feather  is  burnt  it  is  done  well ;  take  it  from  the  fire,  and 
before  it  is  cold  add  to  it  one  pound  of  sandarac  well  pounded, 
a  little  at  a  time,  and  keep  continually  stirring  it  round  with  a 
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iBolle  in  sangae  dagnello  o  de  vitello  quando  se  amaza,  e  poco 
stara  che  sera  morUdo,  et  commo  sera  freddo  retomara  duro  et 
lustro  comme  prima. 

261.  Quefta  e  un  opera  ocuUa  Jiloiofieale :  doe  fare  coratti 
grosn  de  li  piccoli  in  questo  modo. — Accipe  quella  quantita  cbe 
tu  voi  de  li  coralli  picoli  finissimi  et  pistali  tanto  et  polverizali 
tanto  subtilmente  che  paiano  essere  senza  tatto  de  poi  tolli  el 
sugo  de  limone  die  sia  bene  depurgato  in  questa  forma  toUi 
lo  sugo  et  prima  lo  distilla  per  uno  panno  de  lana  grosso  et 
questo  fa  3  o  4  volte  poi  lo  distUla  per  filtro  tanto  che  sia  bene 
phiaro  poi  impasta  cum  lo  dicto  sugo  la  predita  polvere  in  uno 
vaso  de  vetrio  et  commo  siCHmo  bene  incorporate  et  imbeverate 
de  yajitagio  fa  che  ce  sia  tanto  sugo  die  avanze  sopra  alia 
dicta  polvere  doi  o  tre  deta  de  poi  tu  vederai  che  produra  de 
sopra  una  jcerta  graseza  o  licore  grasso  piglialo  et  polio  da 
parte  in  uno  vaso  neto  poi  tolli  le  polvere  et  lassale  seccare 
tanto  che  £amano  dure  ad  modo  duna  pasta  uiio  poco  duretta 
de  la.  quale  pasta  forma  li  coralli .  grossi  o  forma  vase  o  imma- 
gine  o  cavalli  o  figure  o  branchi  de  coralli  o  quello  che  te  piace 
et  poUe.  in  loco  dove  mm  sia  polvere  ne  fumj  ne  vento  ne  sole 
et  lassale  alquanto  secare  ma  prima  che  siano  fomite  de  secare 
ungile  con  quella  graseza  o  licoi»  che  reservasti  de  poi  lassale 
seccare  bene  in  iucto  et  haverai  opera  polita  et  bella  e  vera  et 
de  bono  goada^o. 

262»  A  fare  vemice  liqquida  bona. — Ahwi  lb  doi  dolio 
comune  et  doi  libre  de  semj  de  lino  firesca  et  fa  bullire  insiemj 
in  una  pignatta  vitriata  tanto  die  calla  per  mita  poi  la  mecti  in 
uno  altro  vaso  vitriato  commo  uno  pignato  poi  havvj  uno  tre 
pei  et  disopra  vi  meete  la  dicta  pignatta  et  falli  di  socto  el 
foco  chiaro  et  commo  comenza  a  bullire  e  tu  ce  pone  30  o 
quaranta  s{ughi  de  alglio  mondato  et  bene  alanato  sutili  poi  ce 
pone  uno  poco  de  alumj  de  rocho  a  discretione  et  lassa  bulire 
et  cociare  et  se  voi  sapere  quando  e  bene  cocta  tolli  una  penoa 
iie  gallina  et  baguala  in  la  dicta  cocictura  se  la  penna  vieni 
pellata  e  cocta  et  facta  et  levala  dal  foco  e  uante  che  se  fredda 
mectice  una  libra  de  vernice  da  scrivare  bene  pesta  a  poco  per 


ei^t  idutee  of  e^, 
1  for  vermilioD,  and 
mish  for  (me  day  in 
a  cool  place,  aod  it 


ver,  and  two  parts 
lolphnr  well  ground 
ittle  well  luted  with 
it  into  the  oven  and 
the  vase  with  a  tile, 
I  you  see  a  yellow 
remain,  and  give  it 
le,  arises.  Hieii  ex- 
fad  you  will  have  fine 


fa  fine  aad  very  good 
9  lemons,  and  put  it 
1  ?]  *  and  take 

V  dirt  have  access  to 
feeael,  such  as  a  cup, 
|>u  like,  let  the  pearls 
them  remain  closely 
•llien  take  them  out 
:with  clear  water,  so 
Then  make  them 
:  is  made  in  this  way. 
od  put  tiiem  into  a 
t  well  pounded  upon 
ine,  and  then  a  little 
}r  a  day  and  a  night, 
I  use  the  water  that 
Ske  a  piece  of  very 
^  Bid  with  the  pieces  of 
td,  whether  you  wish 
he  original. 
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volta  e  sempre  vienj  mistando  intomo  cum  uno  bastone  poi 
quando  sera  quasi  fredda  et  tu  la  cola  cum  una  stamegna  poi 
quando  sera  fredda  mectice  sei  o  8  albuma  doya  bene  dibatuti 
et  chiara  commo  se  fa  per  lo  cinabrio  et  mista  bene  poi  la 
mecti  uno  di  al  sole  et  mistala  ad  omne  ora  et  serbala  al  fresco 
et  stara  bene. 

263.  Affare  ctnahrio. — Abbi  argento  vivo  et  doi  parte  de 
zolpho  bianco  o  giallo  et  incorporalo  lo  solpbo  bene  trito  cum 
largento  et  polio  in  una  boccia  alutata  bene  de  Into  de  sa- 
pientia  et  lassa  sciutare  poi  la  pone  nel  fomello  et  falli  foco 
ligiero  et  copri  la  boca  del  vaso  cum  una  tegola  et  spesso  lo 
scopri  et  ricopre  et  quando  tu  vedi  vuscire  el  fiimo  giallo  sera 
apresso  che  facto  et  lassalo  tanto  stare  et  dalli  lo  foco  che  facia 
lo  fumo  rosso  quasi  pavonazo  ahlora  toli  via  lo  foco  et  lassa 
fredare  e  de  facto  fino  cinabrio. 

264.  Affare  de  perle  una  bella  peria  et  bona  de  van- 
tagio. — ToUi  sugo  de  limone  i  quali  siano  mezanamente  ma- 
turi  et  mectilo  in  una  scutella  vitriata  et  distillalo  per  lingua 

et  fa  che  non  yi  possa  andare  poke  ne  fomj  ne 
altra  bructura  poi  pone  lo  dicto  sugo  in  uno  vaso  de  vetrio 
commo  e  una  taza  poi  mecti  in  lo  dicto  sugo  quanti  perlj  che 
tu  voj  esiando  le  dicte  perle  ben  necte  da  omne  loto  et  salla- 
vezza  et  lassale  stare  ben  coverte  per  spatio  che  siano  ben 
mollificate  dapoi  le  remove  dal  sugo  e  lavale  bene  cum  aqua 
chiara  bene  scriUente  per  modo  che  non  rimanga  nisciuna 
verdeza  ale  perle  poi  le  impasta  cum  aqua  de  lumache  la  quale 
se  fa  in  questo  modo.  ToUi  le  lumache  et  mondale  bene  et 
mectili  in  una  scutella  vitriata  poi  li  pone  suso  uno  poco  de 
sale  bene  trito  acio  depurga  omne  baviglia  poi  li  pone  suso  uno 
altro  poco  de  sale  armoniaco  et  lassale  stare  cusi  per  uno  di  et 
una  nocte  et  poi  le  pone  a  stillare  per  lambicco  e  de  questa 
aqua  usarai  ala  tua  opera  poi  habbi  doi  peze  de  vetrio  bene 
polite  in  cescheduna  palma  de  le  mano  et  cum  li  dicti  peze  de 
vetrio  le  ritonda  dextramente  o  vo  fare  una  o  doi  o  3  perle  o 


I 


>  as  you  like ;  and 
tbem  upon  a  clean 
bread  or  horeehdr, 
of  glass,  suspended 
1  them  in  any  part, 
d  then  put  them  in 
'uh  them  well  with 
Hien  take  barley- 
I  der,  and  rub  them 
night  and  fine. 


tour  it. — Take  a 
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D  a  iumace,  and  add 
^e  colour  green,  add 
say  that  "callaqiita 
Hso,  that  these  stones 
[re  goodwl  perfect 

:  and  ocfare,  of  each 
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qoanto  voli  et  quando  le  dicte  perle  seranno  bene  retonde  mec- 
tile  in  una  seta  de  porcho  bene  necta  et  forale  prima  cum  uno  filo 
de  argento  o  cum  una  seta  de  cavallo  lungha  et  mecte  queste 
perle  in  mezo  de  doi  scudelle  de  vetrio  suspese  suso  in  la  dicta 
setula  de  cavallo  per  tal  modo  cbe  le  dicte  perle  stiano  in  mezo 
de  le  dicte  doi  scudelle  in  aiere  suso  in  le  dicte  sete  cbe  le  dicte 
perle  non  tocbano  in  nisciuna  parte  et  le  dicte  scudelle  siano  bene 
serate  insiemj  poi  le  pone  al  sole  a  seccare  et  quando  seranno 
duri  tu  le  pone  suso  de  la  polve  de  lo  smeriglio  et  sfregale  bene 
com  quella  polvere  de  lo  smeriglio  cum  uno  canavaccio  poi  tollj 
semola  dorzo  et  mista  cum  le  dicte  perle  et  polvere  et  sfrega  de 
novo  molto  bene  cum  lodicto  canavaccio  et  saranno  lustre  et  belle. 
265.  Ad  fatiendum  zqffirrum  et  ipsum  affmando  et  color- 
ando. — ^Acc^  cbristallum  vel  lapidem  trasparentem  et  quod 
vis  accipe  et  eos  calefac  fortiter  demum  extingue  in  aqua 
frigida  pluribus  vicibus  postea  pistetur  deinde  tolle  totidem  de 
sale  alcheli  et  insimul  fimde  et  postea  pone  in  furnum  et  adde 
secum  parum  de  zaffirro.  £t  si  vis  quod  fiet  viridis  adde 
parum  de  mineo.  £t  nota  de  callamita  femina  aliquis  dicit 
quod  fadt  rubeum  trasparentem.  £t  scias  quod  dicti  lapides 
inveniuntur  in  montagna  sancti  JBerardi  et  sunt  perfecti  et  boni 
cristallini  tamquam  de  propria  minera. 

.  266.  A  fare  collore  doro. — ToUi  ranno  et  ocria  ana  et  ma* 
cina  cum  oleo  de  semj  de  lino  poi  ce  mista  uno  poco  de  verde- 
ramo  et  de  nero  et  macina  insiemj  poi  lo  pone  in  imo  pignatino 
al  foco  et  quando  cominza  a  bolire  levalo  dal  foco  et  lavoralo 
dove  voi  et  sera  in  collore  doro. 

267.  A  pofificareel  zafirro^ — Ahavve  el  zaffiro  et  lavalo  cum 
lo  sale  et  aceto  poi  lo  tienj  a  moUi  nello  aceto  forte  per  6  di  et 
omne  di  li  muta  laceto  et  tanto  fa  cbusci  cbe  lo  loto  o  stista 
vada  via  ed  e  &cto  fino. 

268.  Affare  vetrio  rosso. — Tolii  libra  j  de  ramo  et  fiindilo  et 

calamites."  In  the  former  it  is  not  difficult  to  recognise  the  loadstone  or 
magnet ;  the  latter  from  the  properties  ascribed  to  it,  such  as  making 
copper  white  when  added  to  it,  was  probably  Electric  Calamine,  or  siliceous 
oxide  of  zinc.     See  Phillips*  Min.,  p.  354. 
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and  when  it  is  melted  add  4  oz.  of  lead,  and  incorporate  them 
well  with  each  other  and  throw  the  mass  into  cold  water,  and 
it  will  be  broken  small  like  grains  of  com.  Then  grind  it  as 
fine  as  you  can,  and  stir  it  into  the  glass,  and  it  will  become 
red  glass,  for  making  paternosters  and  other  articles. 

Also  note  that  copper  filings  thrown  into  the  glass  make  a 
red,  but  they  require  a  very  gentle  fire.  Calcined  lead  has 
the  same  effect,  and  so  also  has  minium  and  white  lead. 

269.  To  lay  gold  upon  glass. — Take  very  thin  bladders  of 
crystal    glass,   as   clean   and   pure,   and  liquid  as    possible, 
and  break  them  just  as  you  please,  and  lay  real  gold  upon 
them.     And  Frate  Giovanni  told  me  that  in  order  to  fix  the 
gold  on  to  the  glass,  it  was  necessary  to  employ  a  solution  of 
borax,  the  Alexandrian  borax,'  which  the  goldsmiths  use,  for 
this  water  makes  the  gold  adhere  well.     And  when  you  have 
laid  the  gold  on  to  the  white  glass,  put  it  in  the  mouth  of  the 
furnace,  that  is,  where  you  stand  to  work,  so  that  it  may  become 
hot,  and  take  care  as  it  dries  to  have  ready  in  the  furnace 
the  glass  upon  which  you  wish  to  lay  the  gold,  and  with  this 
glass  some  very  fine  saflron  of  Mars  of  the  alchemists  must  be 
mixed,  in  order  to  serve  as  a  mordant  for  the  gold,  which  will 
appear  of  a  deeper  colour.     Then  take  out  of  the  fiimace  the 
quantity  of  glass  which  you  require,  and  heat  it  upon  the  marble 
slab  upon  which  you  make  drinking  glasses,  and  be  quick,  and 
take  it  with  the  iron  for  making  drinking  glasses,  and  lay  upon 
it  the  piece  covered  with  gold,  and  put  the  gold  on  the  under 
side  of  it,  that  is,  let  it  be  between  the  two  glasses.     Then  put 
it  in  the  furnace  to  spread,  and  spread  the  glass  with  the  gold 
in  it  with  another  iron,  and  when  you  see  that  it  is  well  spread 
out  and  that  it  adheres  well  together,  take  it  out  and  set  it  to 
cool  on  the  top,  where  you  set  the  rest  of  the  glass  to  cool,  and 
then  use  it  for  your  own  purpose  just  as  you  please. 

270.  To  paint  glass,  that  is  to  say,  cups  or  any  other  toorks 
in  glass  with  smaltiof  any  colour  you  please, — ^Take  the  smalti' 

1  This  is  the  true  Borax. 

^  The  composition  of  these  smalti  is  not  described.     They  were  proba- 
bly, as  I  have  mentioned  in  a  former  note,  like  those  coloured  glasses,  or 
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quando  e  fiiso  metice  oz.  4  de  piombo  et  lassalo  bene  incor- 
porare  et  butalo  in  laqua  fredda  et  vira  minuto  commo  granelli 
de  grano  poi  lo  trita  piu  se  poi  poecia  lo  mecte  ^nel  vetrio  et 
vira  vetrio  rosso  da  fare  patrenostri  et  altre  lavore. 

Idem  nota  la  limatura  del  ramo  messa  nel  vetrio  fa  rosso  ma 
vole  poco  foco  et  lo  simile  fa  lo  piombo  arso  et  simili  fa  lo 
minio  et  la  biacba. 

269.  A  mectere  oro  in  el  vetrio. — ^ToUi  vesiche  de  vetrio  sub- 
tilissimi  che  siano  de  vetrio  christallino  polite  et  necte  et  cocto 
quanto  piu  poi  et  rompilo  commo  a  te  piace  et  metivj  suso  loro 
vero  et  che  frate  gioahnne  me  disse  per  apiccare  bene  loro  al 
vetrio  se  voleva  torre  aqua  de  borace  quella  borace  Alisandrina 
che  adoperano  li  orefici  et  cum  quella  apicare  loro  in  su  lo 
vetrio  la  quale  aqua  lo  fa  apichare  bene  et  quando  hai  apicato 
el  dicto  oro  in  su  lo  vetrio  bianco  pone  lo  in  su  la  bocha  de  la 
fomace  cioe  dove  stai  a  lavorare  in  si  facta  forma  che  se  scalde 
poi  habbi  cura  commo  e  seccho  poi  debbia  el  tuo  vetrio  apari- 
chiato  nella  fomace  in  su  lo  quale  voi  mectere  loro  nel  quale 
vetro  vole  essere  miscolato  crocum  ferri  subtilissimo  de  Archi- 
mista  et  questo  vi  vole  essere  dentro  acio  che  facia  lo  lecto  a 
loro  che  parera  piu  coUorito  poi  cava  de  la  forma  cio  e  quella 
quantita  de  vetrio  che  voi  et  scaldala  in  su  lo  marmo  dove 
lavore  i  bichiere  et  &  presto  poi  la  piglia  cum  lo  ferro  che  pig- 
lie  li  bichierj  et  pone  suso  la  peza  dove  e  loro  et  pone  loro  ala 
parte  de  socto  doe  fa  che  sia  atramendoi  queste  vetrie  poi  lo 
pone  nella  fomace  a  stendare  cum  uno  altro  ferro  et  stende 
quella  peza  de  loro  si  che  sia  bene  stesa  et  quando  vede  che  e 
bene  stesa  et  bene  apiccata  cavela  fora  et  metila  de  sopra  a 
fredare  dove  mectj  li  altre  vetrj  poi  ladopera  al  tuo  lavoro 
commo  te  piace. 

270.  A  dapenffiare  li  vetrij  cum  li  smalti  de  omne  collore  che 
tu  volj  commo  sonrvo  tazze  o  altre  lavore  de  vetrio, — ToUi  ismalte 

enamels,  spoken  of  in  the  MS.  of   the  Marciana,  No.  325,  which  were 
brought  from  Germany,  and  which  were  used  for  painting  on  glass. 


L 
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you  wish  to  use,  and  let  them  be  soft  and  fusible,  and  pound 
them  upon  marble  or  porphyry  in  the  same  way  that  the 
goldsmiths  do.  Then  wash  the  powder  and  apply  it  upon  your 
glass  as  you  please  and  let  the  colour  dry  thoroughly  •,  then  put 
the  glass  upon  the  rim  of  the  chamber  in  which  glasses  are 
cooled,  on  the  side  from  which  the  glasses  are  taken  out  cold, 
and  gradually  introduce  it  into  the  chamber  towards  the  fire 
which  comes  out  of  the  fiimace,  and  take  care  you  do  not  push 
too  fast  lest  the  heat  should  split  it,  and  when  you  see  that  it  is 
thoroughly  heated,  take  it  up  with  the  "  pontello  "  and  fix  it 
to  the  "  pontello "  and  put  it  in  the  mouth  of  the  furnace, 
heating  it  and  introducing  it  gradually.  When  you  see  that 
the  smalti  shme  and  that  they  have  flowed  well,  take  the  glass 
out  and  put  it  in  the  chamber  to  cool,  and  it  is  done. 

271.  To  make  blood  red  glass, — ^Take  100  lbs.  of  white  glass 
and  melt  it  in  the  furnace,  and  then  take  8  lbs.  of  calcined 
manganese  pounded,  and  8  lbs.  of  sal  alkali,  which  is  to  be 
mixed  with  the  manganese,  put  these  ingredients  into  a  jar  in 
the  furnace  to  remain  white  hot  for  one  day,  and  mix  them 
well  with  an  iron  rod,  and  then  take  the  mass  out  and  reduce 
it  to  powder.  Next  take  3  lbs.  of  this  powder  and  put  it  with 
the  glass,  that  is  to  say,  with  10  lbs.  of  glass  ;  stir  it  well  with 
the  iron  and  let  it  fine  itself.  If  it  is  too  dark,  add  white  glass 
to  it ;  and  if  too  light,  add  more  of  the  material  to  it,  and  it 
will  be  good  and  perfect. 

272.  To  make  yellow  glass  for  paternosters  or  heads. — Take 
of  lead  1  lb.,  of  tin  2  lbs.,  melt  and  calcine  them,  and  make 
glass  for  paternosters. 

273.  To  make  giallolino  for  painting. — ^Take  2  lbs,  of  this 
calcined  lead  and  tin,  that  is  2  lbs.  of  this  glass  for  paternosters, 
2  J  lbs.  of  minimn,  and  i  lb.  of  sand  from  the  Val  d'Amo 
poimded  very  fine ;  put  it  into  a  fiimace  and  let  it  fine  itself, 
and  the  colour  will  be  perfect. 
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che  tu  volj  adoperare  et  fa  che  sieno  ben  tenere  et  corrente  et 
pistali  in  su  lo  marmo  o  porfido  nel  modo  che  fanno  li  orifice 
poi  lo  lava  et  polio  ne  lo  tuo  vetrio  nello  modo  che  lo  voi  porre 
poi  lo  lassa  bene  seccare  poi  lo  pone  in  su  lorlo  de  la  camera 
dove  se  freddano  li  bichierj  dallato  dove  se  cavano  i  vase  frede 
e  a  poco  a  poco  lo  spigni  nela  camera  verso  lo  foco  che  escie 
da  la  fomace  et  habbi  cura  che  non  lo  metesci  troppo  presto 
acio  per  troppo  caldo  non  scopiassce  poi  che  vedi  che  e  ben  caldo 
tolo  con  lo  pontello  et  apiccalo  al  pontello  et  polio  a  la  bocha 
de  la  fomace  a  poco  a  poco  li  da  el  caldo  metendolo  dentro  et 
quando  tu  vedi  che  i  smalte  lucano  et  che  sonno  bene  stesi  et 
apicati  cavali  fora  et  pone  a  fredare  nella  camera  e  de  &cta. 


271.  A  fare  vetrio  incamato. — Acdpe  lb  cento  de  vetrio 
bianco  et  mectilo  a  cociare  nella  fomace  poi  tolli  lb  octo  de 
maganese  pisto  de  quelle  arso  poi  tolli  lb  8  de  sale  alchali  et 
mistica  cum  lo  dicto  maganese  et  mecti  le  dicte  cose  in  uno 
testo  nella  caldara  ad  imbiancare  per  uno  di  et  mistalo  bene 
cum  uno  ferro  poi  cavalo  fora  et  pistalo  et  fanne  polvere  poi 
toi  3  lb  de  questa  matheria  et  mecti  sul  vetrio  do  e  in  X.  lb  de 
vetrio  et  mista  bene  cum  lo  ferro  et  lassalo  afinare  et  se  fosse 
troppo  scuro  metivj  dento  vetrio  bianco  et  se  fiisse  troppo  chiaro 
agiongivi  de  la  dicta  matheria  et  sera  bono  et  perfecto. 

272.  A  fare  vetrio  gtallo  per  patre  nostro  o  ambre. — ^Tolli 
piombo  lb  j.  stagno  lb  doj.  et  fundi  et  calcina  et  fa  vetrio  per 
patrenostro. 

273.  A  fare  zallolino  per  dipengiare. — ^Havve  lb  doi  de 
questo  stagno  et  piombo  calcinato  et  doi  lb  de  questo  vetrio  da 
patrenostrj  et  doi  lb  et  ^  de  minio  et  meza  lb.  de  rena  de 
valdamo  sotilmente  pista  et  mecti  in  fomace  et  fa  affinare  et 
sera  perfecto. 
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HERE  BEGINS  A  TREATISE  ON  MOSAIC  COLOURS. 

AND  FIBST  HOW  TO  MAKE  THE  MATERIAL  FOR  THE  MOSAICS. 

274.  Take  lead  and  tm,  of  each  1  lb.,  melt  them  together, 
and  calcine  them  with  common  salt,  until  the  whole  is  reduced 
to  powder,  in  a  reverberatory  furnace,  and  then  melt  the  mass 
and  add  to  it  its  own  weight  of  raw  tartar,  and  reduce  it  to 
powder,  and  mix  it  again  with  common  salt  and  put  it  in  the 
reverberatory  furnace  for  one  natural  day.  Then  wash  the 
salt  out  with  common  warm  water,  and  add  more  salt  and 
calcine  it  again  and  continue  this  imtil  it  becomes  a  white  calx. 
Take  7  lbs.  of  this  calx  and  1  oz.  of  calcined  bones,  and  mix 
all  together  and  put  the  mass  into  a  glass  pot,  melt  it  and  let 
it  remain  in  fusion  for  3  days,  and  try  with  an  iron  rod  whether 
it  is  well  digested  and  mixed,  and  it  will  be  mosaic  or  white 
glass,  of  which  you  may  make  all  oilier  colours  in  glass  as 
follows.  To  6  lbs.  of  the  said  material,  put  one  ounce  of 
zaffirri  in  powder,  and  mix  it  well  with  an  iron  rod,  and  when 
it  is  quite  melted,  try  with  a  little  of  it  whether  it  is  a  good 
blue ;  if  not,  add  a  little  zaffirro,  and  let  it  continue  liquid  until 
it  is  of  a  good  colour.  Then  cast  it,  and  it  will  take  whatever 
shape  you  hke,  but  take  care  of  the  wind  while  you  are  cast- 
ing it. 

275.  Anatfier  kind  of  mosaic. — ^Take  1  lb.  of  crystal  glass, 
and  put  it  in  the  fire,  and  when  it  is  red  hot,  throw  it  into  spirit 
of  wine  in  which  roche  alum  is  dissolved  and  so  quench  it  16 
times,  and  then  pulverize  it  on  porphyry  and  mix  with  it  three 
times  its  own  quantity  of  ceruse  in  powder.  Fill  a  jar  half  fiiU 
with  it  and  cover  it  and  lute  it  down,  and  put  it  in  a  soda 
furnace  and  let  it  remain  there  as  long  as  if  it  were  soda,  and 
when  it  is  cold  you  will  find  your  material  fit  to  receive  what- 
ever colours  you  like. 
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ET  PBIMO  AD  FATIENDUM  MATERIAM  MUSICAM. 

274.  Accipe  plumbum  et  stagnum  ana  lb  j  et  fiinde  insimul 
et  calcina  cum  sale  comuni  quousque  fuerit  totum  pulveri- 
zatum  ad  fumum  reyerberationis  post  funde  cui  adjunge  pondus 
sui  tartari  crudi  et  pulveriza  et  iterum  mise  de  sale  comuni  et 
pone  in  fumo  reverberationis  per  diem  naturalem  postea  lava 
inde  sal  cum  aqua  comuni  calida  post  redde  aliud  sal  et  iterum 
calcina  ut  prius  et  sic  fac  tamdiu  quod  fit  cak  alba  de  quo 
acipe  lb  7.  ed  oz.  j.  ossum  calcinatum  et  omnia  insimul  misce 
et  pone  in  patella  vitri  et  tauc  fundere  et  stet  ita  fusum  in 
fusione  per  tres  dies  et  cum  virga  ferrea  vide  si  sit  bene 
degestum  et  comistum  et  erit  musaicum  seu  vitrum  album 
intus  et  extra  quo  poteris  componere  omnes  alios  colores  vitreos 
in  tali  forma  in  octo  libris  supradicte  matherie  pone  oz.  j 
zaffirri  pulverizati  et  misce  bene  simul  cum  vergha  ferrea  et 
cum  fiierit  bene  fusum  proba  cum  modico  si  fuerit  in  ^Uore 
azurri  quod  si  non  esset  adde  modicum  de  zaffirro  et  stet  in 
fusione  quousque  habeat  bonum  colorem  postea  proice  et  erit 
in  forma  quo  volueris  custodi  tamen  a  yento  quando  proicis. 


275.  Alius  modns  musaid. — ^ToUe  christallinum  lb  j  et  pone 
ad  ignem  et  cum  fuerit  ignitum  prqice  in  aquam  axdentem  in 
qua  sit  desolutum  polyere  aluminis  roccj  et  ita  extingue 
16  yicibus  post  pulyeriza  super  porfidum  et  misce  cum  eo  ter 
tantum  de  cerusa  pulyerizata  et  pone  in  oUa  ut  sit  semiplena  et 
coperi  et  luta  et  pone  ubi  dequoquitur  soda  et  ibi  stet  tantum 
sicut  soda  et  cum  infrigidatum  fuerit  invenies  materiam  tuam 
preparatam  ad  recipiendum  omnes  coUores  quos  yolueris. 

VOL.  II.  P 
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276.  To  make  a  saffron  coloured^  that  is  golden  colouredy 
mosaic, — Take  some  of  the  prepared  material,  and  add  to  it 
1  joz.  of  saflron  of  Mars,  and  mix  with  it  8  lbs.  of  the  prepared 
white  material,  and  let  it  stand  until  it  is  of  a  gold  colour. 
If  it  does  not  become  so,  add  a  little  more  saffron  of  Mars, 
and  it  will  certainly  be  like  gold. 

But  if  you  wish  to  make  a  red  mosaic,  put  into  the  white 
material  1  oz.  of  alcucu,  (?)  and  1  oz.  of  calcined  brass  to 
8  lbs.  of  the  said  material,  and  it  will  be  red.  But  if  you  wish 
to  make  black  mosaic,  melt  1  oz.  of  iron,  and  1  oz.  of  tin,  and 
throw  powdered  sulphur  upon  it  and  it  will  make  a  very  good 
black. 

277.  To  make  red  mosaic.^ — Take  three  parts  of  the  white 
material,  1  part  of  calx  letiti^,  that  is,  calx  of  gold,  1  part  of 
ashes  of  verzino  and  three  parts  of  sal  gem  in  powder ;  mix 
the  whole  well  together  upon  porphyry,  and  set  it  to  melt  in  a 
glass  pot  in  a  glass  fiimace  and  let  it  remain  there  for  4 
or  6  hours.  Then  take  it  out,  and  you  will  have  a  red 
mosaic. 

278.  To  make  a  rose  coloured  mosaic, — Take  3  parts  of  the 
white  material  and  3  parts  of  calx  letitiae,  that  is  calx  of  gold, 
and  2  parts  of  cineris  pencholini,  i.  e.  brass  burnt  and  reduced 
to  powder,  and  3  parts  of  sal  gem,  pulverize  the  whole  to- 
gether, and  do  as  you  did  before. 

279.  To  make  a  pomeffranate-^oloured  mosaic, — Take  3  parts 
of  the  said  material,  and  1  part  of  calx  solis,  i.  ^.,  calx  of  gold, 
half  a  part  of  manganese  [  ?],  and  1  part  of  salgem,  and  do  as 
before. 

280.  To  make  a  blue  mosaic, — Take  3  parts  of  the  said  ma- 
terial, 2^  parts  of  ultramarine  azure,  and  3  parts  of  salgem,  and 
it  is  done. 

281.  To  make  a  green  mosaic » — Take  3  parts  of  the  said 

■  ■   ■•-      •  ■  ■  ■  -  -■      , .    ■■  .        — ....-_ 

1  This  and  the  succeeding  chapter  are  proofs  that  the  art  of  producing 
a  red  colour  from  gold  was  known  and  practised  at  this  early  period. 
It  is  not  likely  that  the  verzino  mentioned  in  the  first  recipe  could  have 
produced  the  red  colour,  for  it  must  have  been  converted  into  charcoal  long 
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276.  Ad  faciendum  mumicum  croeeum  i.  e.  colorem  aurj. — 
Capias  de  dicta  matheria  preparata  et  pone  cum  ipsa  oz  j. 
croci  ferri  et  misce  cum  ea  8  libris  de  dicta  materia  preparata 
et  alba  et  stet  quousque  sit-in  coUore  aurj  si  non  fuerit  adde 
adhuc  de  dicto  crocho  ferri  et  certe  fiet  ut  aurum. 

Si  autem  volueris  facere  musaicum  rubeum  pone  in  dicta 
matheria  alba  oz.  j  alcucu,  j.  es  ustum  in  octo  libris  dicte 
materie  et  fiet  rubeum.  Si  autem  volueris  facere  musaicum 
nigrum  funde  oz.  j  5  martis  et  onciam  ^  Jovis  et  proice 
desuper  sulphur  pulverizatum  et  fiet  nigrum  valde  bonum. 

277.  Ad  fatievdum  musaicum  rubeum, — Accipe  partes  3  de 
dicta  materia  alba  et  partes  j  calcis  letitie  i,  e,  solis  et  partem 
j.  cineris  brasilij  et  partes  tres  salis  gemme  pulverizatj  et  misce 
omnia  simul  multum  bene  super  porfidum  et  pone  fusionj  in 
una  patella  vitrj  in  fiirno  vitri  et  stet  per  4  vel  6  horas  demum 
extrahe  et  habebis  rubeum  musaicum. 

278.  Ad  fatiendum  mtisaicum  romtum. — Tolle  partes  3  de 
dicta  matheria  et  partes  5  calcis  letitie  i.  e,  solis  et   partes 

2  cinenis  pencholimj  i.  e.  es  ustum  et  pulverizatum  et  partes 

3  salis  gemme  et  pulveriza  omnia  simul  et  fac  ut  supra  fecisti. 

279.  Ad  fatiendum  musaicum  granatum, — Habeas  3  partes 
dicte  materie  et  partem  j.  calcis  solis  i.  e,  auri  et  partem  me- 
diam  de  maneriaci  et  partem  j.  salis  gemme  et  fiet  ut  supra. 

280.  Ad  fatiendum  musaicum  azurrum. — Tolle  partes  3  dicte 
materie  et  partes  2  cum  dimidia  azurri  ultramarini  et  partes 
3  salis  gemme  et  fiet. 

281.  Ad  fatiendum   musaicum,  viridem. — Capias  partes   3. 

before  the  glass  melted.  I  requested  the  opinion  of  an  eminent  chemist  on 
the  probable  effects  of  these  three  recipes,  and  he  told  me,  that  there  was 
nothing  in  them  which  could  have  produced  the  red  colour  but  the 
gold. 
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materie  dicte  et  partes  duas  cum  duabus  oz.  magis  calcis  martia 
et  partes  3  sails  gemme  et  fiet. 

282.  Ad  fatiendum  crisolitum^  t.  e,^  vitrum  colloratum  coUore 
auri  viz.— Tolle  de  dicta  materia  partes  5  satumi  arsi  partes  x. 
sails  gemme  partes  x  et  pone  omnia  insimul  in  fumo  per  5. 
horas  et  fiet. 


I 
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HERE  BEGINS  A  TREATISE  ON  THE  VARIOUS 
COLOURS  WHICH  POTTERS  USE  TO  INCREASE 
THE  BEAUTY  OF  THEIR  VASES. 

AND  WE  MUST  SPEAK  OF  THEM  IN  ORDER;    AND  FIRST, 

283.  To  make  fine  white  ivith  marzcuihotto} — ^Take  4  lbs.  of 
calcined  tin,  2  lbs.  of  marzachotto,  2  lbs.  of  stone,*  and  3  oz.  of 
litharge.     This  is  a  tried  recipe  for  painting  vases. 

284.  To  make  a  baked  vase  white  without  painting  it,  if  you 
wish  the  vase  to  be  white  and  clean. — Take  100  lbs.  of  litharge 
ground  fine  with  water  and  with  20  lbs.  of  powdered  tin,  and 
grind  the  whole  together,  and  then  lay  it  on  the  jar  liquid  with 
water,  and  it  will  make  it  white. 

285.  To  make  a  white  with  glass. — Take  5  lbs.  of  tin,  3  lbs. 
of  "  pietra  fucara  de  la  viersa,"  2  lbs.  of  good  glass ;  and  if  you 
wish  to~  improve  it,  so  as  to  have  it  still  finer,  take  1  lb.  less 
of  the  said  stone. 

286.  To  make  a  white  on  which  to  lay  azure. — Take  8  lbs.  of 
marzachotto,  5  lbs.  of  stone,  and  4  lbs.  of  tin. 

287.  To  make  white  for  azure. — Take  5  lbs.  of  white  glass, 

3  lbs.  of  stone,  and  4  lbs.  of  tin. 

288.  To  make  white  for  azure.^^oke  2  lbs.  of  marzachotto, 
1  lb.  of  stone,  and  1 J  lb.  of  tin. 

289.  To  make  white. — Take  6  lbs.  of  tin,  3  lbs.  of  stone,  and 

4  lbs.  of  marzachotto. 

^  The  composition  of  this  substance,  which  served  as  a  base  for  the  white 
covering  of  pottery,  is  not  described.  It  probably  resembled  Mastichot  or 
Massicot,  which  Kunckel  (Art  de  la  Verrerie  de  Neri,  Merret,  et  Kunc- 
kel,  2®  partie,  Livre  2,  §  premiere,  traduit  de  TAllemand  par  M.  D.  .  . 
[Baron  d*HolbackJ,  Paris,  1769,  p.  407)  says  was  used  for  this  purpose  by 
the  Dutch.  It  consisted  of  100  parts  of  sand  carefully  washed  and  calcined, 
with  40  parts  of  soda  and  30  parts  of  potash.     For  the  second  preparation 
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PER  ORDINEM  DICENDUM.      ET  PRIMO, 

283.  Affare  bianco  fino  de  marzachotto. — Accipe  lb.  liij  de 
stagno  cocto  i.  e.  stagno  calcinato  et  lb.  ij  de  marzachotto  et 
lb.  ij  de  petra  et  oz.  iij  de  terra  gietta  et  deprovata  per  dipen- 
giare  vase. 

284.  Affare  biancho  el  vaso  cocto  senza  dipentura  se  tu  vox  die 
lo  dicto  vaso  sia  biancho  et  necto. — Habeas  lb  cento  de  terra 
gietta  macinata  subtilmente  cum  aqua  et  cum  lb  vinti  de  Jove 
spolverizato  et  macina  tucto  insiemj  poi  mecte  cum  aqua  liquido 
et  fara  biancho. 

285.  Affare  biancho  de  vetrio. — Tolli  lb  5  de  stagno  et  lb  3 
de  petra  fucara  de  la  viersa  et  lb  ij  de  bono  vetrio  et  se  lo  voi 
corregiare  che  sia  piu  bello  tolli  una  lb  meno  de  la  dicta  petra. 

286.  Affare  bianco  per  mectare  azurro. — Ahwe  lb  8  de  mar- 
zachotto et  lb  5  de  petra  et  lb  4  de  stagno. 

287.  Affare  bianco  per  azurro. — Piglia  lb  5  de  vetrio  biancho 
et  3  lib.  de  petra  et  4  lb.  de  stagno. 

288.  Affare  bianco  per  azurro. — Tolli  lb  2  de  marzachotto 
una  lb  de  petra  ima  lb  et  mezo  de  stagno. 

289.  Affare  biancho, — Havvi  lb  6.  de  stagno  lb  3.  de  petra 
lb.  4  de  marzachotto. 

of  this  massicot,  100  parts  of  massicot  were  mixed  with  10  parts  of  salt, 
and  the  mixture  was  calcined  several  times.  The  Venetian  MS.  in  the 
■  Sloane  Collection,  No.  416,  mentions  "  Mazachoto  provenzale  **  as  an  in- 
gredient in  the  preparation  for  working  **  with  azure  upon  vessels  of 
yerth." 

2  See  No.  286,  where  it  is  called  "pietra  fucara  (focaja),  (t.  c,  stone 
which  reddens  in  the  fire,  silica  flint),  de  la  Viersa/' 
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290.  To  make  white  for  a  thin  andjlat  coat  of  azure. — Putin 
the  mortar  4  lbs.  of  marzachotto,  2  lbs.  of  stone,  and  3  lbs.  of  tin. 

291.  To  make  white  for  painting  certain  colours  devised  just 
as  you  think  proper. — ^Take  6  lbs.  of  marzachotto,  9  lbs.  of  tin, 
and  3  lbs.  of  stone. 

292.  To  make  a  white  for  laying  a  flat  tint  of  azure. — Take 
6  lbs.  of  calcined  tin,  3  lbs.  of  stone,  and  4  lbs.  of  marzachotto. 

293.  To  make  white. — Take  6  lbs.  of  mai^achotto,  8  lbs.  of 
stone,  9  lbs.  of  tin,  and  it  is  done. 

294.  To  make  white  for  azure. — ^Take  12  lbs.  of  marzachotto, 
and  12  lbs.  of  stone,  and  13  lbs.  of  tin,  and  it  is  done. 

295.  To  make  lohitefor  azure  in  relief. — Take  20  lbs.  of  tin, 
10  lbs.  of  marzachotto,  and  12  lbs.  of  stone. 

296.  To  make  white  for  azure  in  relief. — Take  5  lbs.  of  fine 
marzachotto,  6  lbs.  of  tin  with  lead,  and  4  lbs.  of  stone. 

297.  To  rejine  whites  that  are  hard  in  the  fire, — Take  10  lbs. 
of  calcined  tartar  and  1  oz.  of  manganese. 

298.  To  make  the  vase  yellow. — Take  litharge  only,  and  it 
wUl  be  yellow,  and  take  care  that  the  earth  contains  no  copper, 
for  it  would  make  it  greenish. 

299.  To  make  yellow  for  glazing  on  the  inside. — Take  6  lbs. 
of  litharge,  2  lbs.  of  stone  of  La  Viersa,  and  2  lbs.  of  tufo  from 
Civitella. 

300.  To  make  the  vase  green. — Take  strips  of  copper,  and 
grind  them  fine,  and  you  will  make  a  fine  green. 

301.  To  make  a  green  for  glazing. — Take  12  lbs.  of  litharge, 
6  lbs.  of  stone,  and  4  oz.  of  copper-parings. 

302.  To  make  a  deeper  green. — ^Take  4  lbs.  of  tin,  2  lbs.  of 
marzachotto,  2  lbs.  of  stone,  and  4  oz.  of  copper-parings. 

303.*  To  lay  on  azure  with  the  paintbrush. — Take  1  lb.  of 
marzachotto,  1  oz.  of  zaflSrro,  3  oz.  of  stone,  and,  if  it  does  not 
melt,  add  to  it  one  quarter  [of  an  ounce]  of  Venetian  tin. 

304.  For  the  same  purpose^  to  make  azure  to  lay  on  with  the 
paintbrush. — ^Take  10  lbs.  of  marzachotto,  2  lbs.  of  stone,  1  lb. 
of  azure,  1  oz.  of  smalto ;  and,  if  it  does  not  melt,  add  an 
ounce  more  of  smalto. 
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290.  Affare  bianco  per  azurro  iubtili  tpianato. — ^Recipe  nella 
pila  lb  4  de  marzachotto  lb  2  de  petra  lb  3  de  stagDo. 

291.  Affare  btaneho  per  dipengiare  certe  collore  divisati  cam- 
mo  te  pare. — Ahyve  lb  6  de  marzachotto  lb  9  de  stagno,  e  lb  3 
de  petra. 

292.  Affare  biancho  per  metare  azurro  spianato. — ^Tolli  lb  sei 
de  stagno  calciiiato,  lb  3  de  petra  et  lb  4  de  marzachotto. 

293.  Affare  biancho. — Piglia  lb  6  de  marzachotto  lb  8  de 
petra  et  lb  nove  de  stagno  fbmito. 

294.  Affare  biancho  per  azurro. — Tolli  lb  xij  de  marzachotto 
et  lb  xij  de  petra  et  lb  xiij  de  stagno  facto. 

295.  Affare  biancho  per  azurro  relevato. — Ahvve  lb  xx  de 
stagno  lb  x  de  marzachotto  et  lb  xij  de  petra. 

296.  Affare  biancho  per  azurro  relevato. — Havve  lb  5  de  mar- 
zachotto fino  lb  6  de  stagno  cnm  piombo  et  lb  4  de  petra. 

297.  Adaffbiare  i  bianchi  duri  afoco. — Recipe  lb  x  de  taso 
cocto  et  oz.  j  de  manghanese. 

298.  Affare  giallo  el  vaso. — Tolli  solo  la  terra  gietta  liquida 
et  sera  zallo  et  guarda  che  la  terra  non  tenga  de  rame  che  lo 
farebbe  verdegiare. 

299.  Affare  giallo  da  vitriare  deniro. — Ahwe  lb.  6  de  terra 
gietta  et  doi  lb.  de  petra  de  la  viersa  et  doi  lb.  de  tufo  de 
quelle  de  civitella. 

300.  Affare  verde  el  vaso. — Piglia  loppe  de  le  rame  et  maci- 
nale  subtili  et  farai  verde  bello. 

301.  Affare  verde  per  invetriare. — Tolli  lb.  xij  de  terra  gietta 
et  lb.  6  de  petra  et  lb.  j.  et  j.  oz.  de  ramina. 

302.  Affare  verde  de  vantaggio. — ^Tolli  lb.  4  de  stagno  lb.  2 
de  marzachotto  lb.  2  de  petra  e  oz.  4  de  ramina. 

303.  A  mectere  azurro  apenello. — ^Ahvve  lb.  j.  de  marzachotto 
oz.  j  de  zaffirro  oz.  3  de  petra  et  se  non  Aindesse  yi  mete  uno 
quarto  de  stagno  venitiano. 

304.  Ad  idem  affare  azurro  per  mectare  a  penello. — Hawe 
lb.  X  de  marzachotto  lb.  doi  de  petra  lb.  j  de  azurro  oz.  j  de 
smalto  et  se  non  fundesse  mectivi  oz.  j  pin  de  smalto. 
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305.  Azure  to  use  with  the  paintbrush. — Take  4  oz.  of  mar- 
zachotto,  1  oz.  of  stone,  and  3  quarters  [of  an  ounce]  of  azure. 

306.  Azure  to  use  with  the  paintbrush. — Take  12  oz.  of  mar- 
zachotto,  4  lbs.  of  stone,  1  lb.  of  azure,  and  1  oz.  of  smalto, 
and  it  is  finished. 

307.  To  make  azure  in  relief  after  the  Florentine  fashion. — 
Take  12  lbs.  of  marzachotto,  4  lbs.  of  stone,  1  oz.  of  enamel, 
and  1  lb.  of  azure. 

308.  To  make  azure. — Put  into  the  mortar  for  the  white 

5  lbs.  of  calcined  tin,  4  lbs.  of  marzachotto,  3  lbs.  of  stone. 

309.  To  lay  it  on  unth  the  paintbrtish. — Take  1  lb.  of  mar- 
zachotto, 1  oz.  of  azure,  2  or  3  oz.  of  stone,  half  an  ounce  of  sal 
gem. 

310.  To  make  azure  in  relief  to  lay  on  vnth  the  paintbrush. — 
Take  7  lbs.  of  marzachotto,  18  oz.  of  stone,  6  oz.  of  azure,  3  oz. 
of  blue  smalto. 

311.  To  make  violet  azure. — ^Take  14  lbs.  of  marzachotto, 
2  lbs.  of  stone,  1  lb.  of  azure,  1  oz.  of  manganese ;  and,  if  it  is 
not  suflSciently  purple,  add  half  an  ounce  more  of  manganese. 

312.  To  make  a  good  light  blue  colour. — Take  18  oz.  of  ter- 
raghetta,  12  oz.  of  stone,  1  oz.  of  fine  azure. 

313.  To  make  a  fine  coat  of  azure. — Take  18  oz.  of  tin, 

6  oz.  of  azure,  and  6  oz.  of  marzachotto. 

314.  To  calcine  tin  and  lead. — Take  100  lbs.  of  lead  and 
25  lbs.  of  tin,  and  put  them  into  a  reverberatory  fiimace. 

315.  An  earth  for  mending  broken  vases, — Take  2  lbs.  of  dry 
[potter's]  earth  kneaded,  and  3  lbs.  of  ground  stone — a  tried 
recipe. 

316.  To  make  a  colour  for  painting  vases^  such  as  Damascus 
vases  or  MajolUca. — Take  2  oz.  of  pietra  focara,  1  oz.  of  lead, 
2  oz.  of  "  crocus  Martis,"  that  is,  yellow  [hydrate]  of  iron,  and  it 
requires  a  moderate  fire,  and  3  oz.  of  marzachotto  well  purified. 

317.  To  make  azure  to  use  vnth  a  paintbrush. — Take  12  lbs. 
of  marzachotto,  1  lb.  of  azure,  2  lbs.  of  stone,  and  one  quarter 
[of  an  ounce]  of  scarlet  enamel. 
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305.  Azurro  per  operare  a  pemllo, — Tolli  02.  4  de  marza- 
cfaotto,  oz.  j.  de  petra  et  3  quarti  de  azurro. 

306.  Azurro  da  penello.-^CfipisLB  lb  xij  de  marzachotto  lb  4 
de  petra  lb  j.  dazurro  et  una  oz.  de  smalto  fomito. 

307.  Affare  azurro  relevato  a  modo  i^iorcn^ino.— Piglia  lb 
xij  de  marzachotto  lb.  4  de  petra  oz.  j  de  smalto  et  una  lb  de 
azurro. 

308.  Affare  azurro. — ^Mecti  nella  pila  per  lo  bianco  lb  5 
de  stagno  scharso  lb.  4  de  marzachotto  lb  3  de  petra. 

309.  Per  mectare  a  penello, — Awe  lb  j  de  marzachotto  oz 
j.  dazurro  doi  o  3  oncia  de  petra  meai  onda  de  salgemmo. 

310.  Affare  azurro  relevato  per  mectare  a  penello. — Tolli  lb 
7.  de  marzachotto  oz.  18  de  petra  oz.  6  de  azurro  oz.  3  de 
smalto  azurrino. 

311.  Affare  azurro  violato. — Awe  lb  14  de  marzachotto  lb 
2  de  petra  lb  j  de  de  azurro  oz.  j  de  Manghanese  et  se  non 
fosse  tanto  violate  metivi  meza  oncia  piu  de  manghanese. 

312.  Affare  colore  de  azurrino  bono. — Hawe  18  once  de 
ghetta  once  xij  de  petra  oncia  j  d  azurro  fino. 

313.  Affare  azurro  subtili  spianato. — Tolli  once  18  de  stagno 
oz.  6  de  azurro  et  6  once  de  marzachotto. 

314.  A  cociare  i.  e.  calcinare  stagno  et  piombo. — Piglia  lb  C 
de  piombo  et  lb  25  de  stagno  et  metilo  in  fomello  de  reverbe- 
ratione. 

315.  Terra  per  araconciare  vast  rocti. — ^Tolli  lb  2  de  terra 
seccha  lavorata  et  lb  3  de  petra  macinata  prorata. 

316.  Affare  collore  per  dipengiare  vase  comma  vase  damasco  e 
de  mayollica. — Ahwe  once  2  de  petra  focara  once  j.  de  pioriibo 
once  2  de  crocho  de  marte  i.  e.  crocho  de  ferro  et  vole  foco 
temperate  et  once  3.  de  marzachotto  bene  purgato. 

317.  Affare  azurro  da  penello. — Tolli  lb  xij  de  marzachotto 
lb  j  de  azurro  lb  doi  de  petra  et  uno  quarto  de  smalto  ver- 
miglio. 
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318-   To  make  a  fine  yellow  for  miniatures  and  other  things. — 
Put  two  "  Anconitani "  of  fine  silver  into  a  crucible  to  melt, 
and  heat  them  in  a  blast  furnace,  and,  when  they  are  melted, 
add  some  well  pounded  yellow  sulphur,  and  mix  all  well  toge- 
ther.    When  the  sulphur  is  consumed,  add  more  to  it,  and 
continue  this  until  the  jsilver  is  quite  dissolved  ;  then  take  it  out 
of  the  crucible,  and  throw  it  into  an  iron  trough.     When  cold, 
pound  it,  and  grind  it  upon  porphyry  ;  and  if  it  does  not  grind 
well,  that  is,  if  it  is  not  sufficiently  burnt,  return  it  again  to  the 
fire  in  the  same  manner,  and  continue  this  until  you  can  grind 
it  very  fine.     When  the  matter  has  been  well  ground  with 
clear  water,  take  French  ochre,  pound  it  and  put  it  on  an 
iron  shovel,  and  let  there  be  3  oz.  of  it,  and  6  denarj  of 
common  salt  calcined ;  miz,  and  heat  the  ochre  upon  the  iron 
with  the  salt  until  it  becomes  red,  and  then  grind  it  with  the 
silver  upon  a  brass  plate,  or  upon  a  smooth  brass  basin  with 
clear  water  as  fine  as  possible,  and  let  it  dry.     When  you  wish 
to  use  it,  distemper  it  with  gum  water,  and  use  it  wherever 
you  like,  and  you  will  have  a  fine  yellow  for  painting  and 
making  flowers  on  black,  white,  azure,  and  green,  and  wherever 
else  you  like. 

B  319.  To  make  a  water  to  dissolve  pearls, — ^Take  2  lbs.  of 
sal-ammoniac,  distil  it  through  an  alembic,  and  reduce  it  to 
water,  and  keep  it  in  a  well-closed  bottle.  Put  the  pearls  into 
this  water,  and  they  will  be  converted  into  water,  &c.  This  is 
a  water  that  dissolves  pearls,  &c. 

B  320.  To  make  pearls  just  like  natural  pearls, — ^Take  pearls 
and  pound  them  fine,  and  then  put  them  into  the  before-men- 
tioned water ;  then  place  the  vessel  containing  the  water  with 
the  pearls  dissolved  in  it  on  the  hot  ashes  to  dry ;  and  when  the 
water  is  nearly  evaporated,  and  the  pearls  remain  at  the  bottom 
of  the  vase,  take  it  out,  and  add  to  it  white  of  egg  well  beaten 
as  if  for  vermilion,  and  knead  up  the  pearls  with  white  of  egg 
like  smooth  paste.  Then  take  moulds  and  make  the  paste  into 
pearls,  and  let  them  dry ;  pierce  them,  and  let  them  boil  in  lin- 
seed oil.     Then  take  them  out  and  rub  them  in  bran,  and 
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318.  A  fare  zallo  hello  per  minii  o  dltro. — Recipe  doi  anconi- 
tani  de  fino  ariento  et  mectili  in  uno  crugiolo  et  mettili  a  fon- 
dare  et  fa  fiioco  a  vento  poi  commo  sonno  fusi  metice  solfaro 
giallo  ben  pisto  et  mista  bene  insiemj  et  quando  e  brusciato  el 
dicto  solfaro  aragiongiyinj  piu  et  cusi  fa  tanto  che  el  dicto 
ariento  sia  bene  corupto  poi  cava  la  matheria  del  crugiolo  et 
gietala  in  canale  de  ferro  et  quando  e  fredda  et  tu  la  pista  poi 
la  macina  in  su  lo  porfido  se  non  se  macinasse  bene  cioe  che 
non  fiisse  tanto  brusciato.  Iterum  lo  ritoma  al  foco  in  lo 
dicto  modo  et  tanto  fa  cosi  cbe  tu  la  possi  macinare  subtilis- 
simamente  poi  che  e  bene  macinato  la  dicta  materia  cum  laqua 
chiara  tollj  ocria  francese  et  pistala  et  polla  in  su  una  palecta 
de  ferro  e  fa  che  sia  tanta  che  ariyj  a  tre  once  et  sei  denaj  o 
yero  denaratj  o  deratj  de  sale  comuno  arso  et  mista  insiemj  et 
scalda  la  dicta  terra  in  suso  lo  ferro  cum  lo  sale  arso  per  infino 
a  tanto  che  tome  rossa  poi  la  macina  cum  lo  dicto  ariento  in 
una  piastra  de  octone  o  voi  in  uno  bacili  piano  de  octone  cum 
laqua  chiara  quanto  piu  subtili  poi  lassa  siucare  et  quando  la 
Yoj  adoperare  distemperalo  cum  aqua  gomata  et  adoperala  dovj 
te  place  ei  hayeraj  hello  giallo  per  dipengiare  et  fiorire  in  nero 
bianco  azurro  et  in  yerde  et  doi  voi  altroye. 

B  319.  A  fare  aqua  da  disolvere  perk. — Recipe  sale  armo- 
niaco  lb  doj  et  distillalo  per  lambiccum  et  reduc  in  aquam  et 
cam  serya  in  ampullam  turatam  et  pone  in  dicta  aqua  perlas 
et  convertuntur  in  aquam  etc.  hec  est  aqua  disokens  marga- 
ritas  etc. 

B320.  A  fare  perle  ncLturaU  quasi. — Recipe  perle  et  pistali 
subtilmente  poi  le  pone  in  la  supradicta  aqua  a  disolyerle  et 
pone  a  zelare  la  dicta  aqua  cum  le  perle  solute  in  le  cenere 
calde  et  quando  laqua  e  quasi  andata  yia  et  le  perle  remangano 
nel  fondo  del  vaso  et  tu  le  caya  fora  et  ponli  in  albumj  doyo 
ben  dibatuta  commo  per  cinabrio  et  intridi  le  dicte  perle  cum 
la  dicta  chiara  al  modo  de  pasta  bene  incorporata  et  habi  le 
forme  et  fanne  perle  et  lassale  scuhare  [sciugare?]  et  falli 
forare  et  poi  le  pone  a  bollire  in  olio  de  seme  de  lino  et  poi 
le  toglie  et  caciale  in  lo  gozo  ad  uno  piaonj  per  5  hore  et 


544  BOLOQNESE  MANUSCRIPT. 

afterwards  in  a  linen  cloth.     And  if,  instead  of  pearls,  you  put 
mother-of-pearl,  it  is  good,  and  will  make  good  pearls,  &c. 


Also,  the  mould  for  making  the  pearls  must  be  of  fine 
silver,  and  gilt,  like  that  for  a  "  Ciara  botana,"  *  but  small. 
And  many  persons  have  them  perforated  in  order  that  they 
may  pass  a  horse-hair  through  the  hole,  and  that  they  may  be 
easier  to  pierce,  &c. 

B  321.  To  make  a  stucco  for  making  imitation  corah. — Take 
the  white  horn  of  a  cow,  break  it,  and  soak  it  in  strong 
ley  for  the  space  of  a  fortnight ;  then  make  it  boil  over  the  fire 
until  it  becomes  soft  like  glue,  and  so  that  you  can  strain  it 
through  a  cloth  or  a  strainer ;  and  when  it  is  strained,  take 
vermilion  in  the  finest  powder,  and  mix  it  up  with  the  strained 
liquid,  so  as  to  be  like  dough,  and  make  paternosters  of  it  in 
moulds  like  pearls  as  before ;  then  boil  them  in  linseed-'Oil,  and 
let  them  dry.  And  if  you  scrape  the  horn  with  a  glass,  and 
then  soak  it  in  the  manner  above  mentioned,  it  will  soften  so 
that  you  may  strain  it  more  easily,  and  do  with  it  as  before, 
and  you  will  have  fine  and  beautiful  imitation  corals. 

B.  322.  To  make  a  gold  colour  for  painting  earthen  vessels  pre- 
viously glazed, — Take  pure  silver  calcined  and  burnt  with 
alum,  and  arsenic  and  sulphur,  three  parts  of  lime,  and  one 
part  of  eggshells ;  mix  the  whole  together  with  white  of  egg 
and  with  juice  of  celandine  and  distemper  it  with  gum  arabic, 
and  with  this  paint  the  vases  before  they  are  baked. 


■  ^         •■  w 


1  The  word  is  frequently  used  by  Benvenuto  Cellini,  who  writes  it 
'<  ciorbatana."    Florio  (Diet.,  Ital.  and  Eng.,  London,  1598)  defines  it  to 
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rencbiude  lo  pianoj  in  loco  che  lo  possce  havere  et  poi  cavali 
et  stropiciali  in  lo  remolo  et  poi  in  lo  panno  de  lino.  £t  in  loco 
de  perle  anco  se  ce  pone  la  matre  perle  e  bona  et  faraj  perle 
belle  etc. 

Item  le  forme  da  fare  dicte  perle  voglino  esser  dargento  fino 
et  dorato  ad  modo  de  quello  de  ciarabotana  ma  piccolini  et 
anco  ce  sono  multi  che  le  fanno  forate  acio  possino  poi  mectare 
una  seta  de  porco  per  mezo  el  bucio  a  cio  siano  piu  facili  a 
forare  etc. 

B  321.  A  fare  stucho  per  fare  coralli  contrafatti. — Recipe 
como  bianco  de  bo  et  rompilo  et  mectj  lo  a  moUo  in  ranno 
forte  per  spatio  de  xv  dj  poi  lo  fa  boUire  al  foco  tanto  che  tomj 
moUe  ad  modo  de  coUa  et  per  modo  che  se  colara  cum  panno 
de  lino  o  stamegna  et  collato  che  sera  tolli  cinabrio  subtilissimo 
et  bene  macinato  de  vantagio  et  incorpora  cum  detta  colatura 
ad  modo  de  pasta  et  fannj  patrenostrj  cum  le  forme  commo  le 
perle  de  sopra  et  poi  li  fa  bollire  in  olio  de  semj  de  lino  et 
lassale  seccare.  Et  se  tu  radesti  el  como  sopra  dicto  cum  uno 
vetrio  et  poi  lo  mectesti  a  moUo  in  lo  modo  sopradicto  et  moli- 
ficarasse  in  modo  che  lo  colarai  piu  facilmente  et  fa  commo  de 
sopra  et  haverai  coralli  contrafacti  et  belli  etc. 

B  322.  A  fare  collore  doro  per  pegnare  vase  de  terra  primo 
vitriate. — Recipe  argento  puro  calcinato  et  abrusciato  cum 
alume  de  arsenico  solphoro  parte  tre  de  calcina  gusce  de  ova 
parte  una  tucta  cum  chiara  dova  mestica  cum  sugo  de  celi- 
donia  e  distempera  cum  gomarabico  et  pigne  luase  innante  che 
se  cocano. 

be  ^^  a  tninke  to  shoot  pellets  with  one*s  mouth.  Also  a  kind  of  mortar- 
chamber  or  short  bumbanl." ; 


L 
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HERE  BEGINS  THE  TITLE  OF  THE  EIGHTH 

CHAPTER. 

ON  DYES  FOR  DYEING  CLOTH,  SILK,  SKINS,  AND  CHAMOIS 
LEATHER,  AND  DIVERS  OTHER  THINGS.  ALSO  HOW  TO 
MAKE  CHAMOIS  LEATHER  IN  MANY  AND  VARIOUS  WAYS. 
AND  FIRST  HOW  TO  DYE  CHAMOIS  LEATHER. 

323.  To  dye  kidskins  unth  verzino. — ^Take  kidskins  and  wash 
them  and  press  them  well  with  the  hand  as  much  as  necessary, 
and  then  take  9  oz.  of  verzino  well  pounded,  and  add  to  it 
24  bocali  full  of  plain  water,  and  1  bottle  of  water  of  quick- 
lime, which  lime  must  be  slaked  with  a  little,  that  is  to  say, 
half  a  glass,  of  ley  made  from  the  ashes  of  the  vine,  and  when 
you  see  the  lime  begin  to  smoke,  add  to  it  three  bocali  of 
lime  water,  and  pour  it  into  the  verzino  and  let  it  boil  until  it 
is  reduced  one-third ;  then  strain  it  and  spread  the  skins  one 
upon  another.  Then  take  4  oz.  of  roche  alum,  with  4  bo- 
cali of  water,  and  dissolve  the  alum  in  the  water  over  the 
fire,  and  when  the  water  is  tepid,  apply  it  lightly  on  both  sides 
of  the  skins  with  a  paintbrush  gently,  giving  them  one  coat 
only ;  then  set  them  to  dry  in  the  shade,  imtil  they  are  half 
dry.  Next  take  the  said  verzino  and  make  it  boil  for  a  quarter 
of  an  hour,  and  then  remove  it  from  the  fire,  and  take  1  oz.  of 
fenugreek,  and  1  oz.  of  linseed,  well  pounded  together,  and 
put  them  into  the  water  with  the  verzino,  let  the  mixture  cool 
so  as  to  become  tepid,  then  ^ve  two  or  three  coats  on  each  of 
the  skins,  and  each  time  let  them  dry  until  they  are  soft  to  the 
hand,  but  not  quite  dry,  and  stretch  them  on  the  pummel. 
And  if  you  wish  to  have  them  of  a  fuller  colour,  the  more 
coats  of  dye  you  give  them  the  darker  they  will  be.  Put 
them  to  dry  in  the  wind  or  in  the  air  in  a  place  where  they 
will  not  be  exposed  to  the  sun,  and  fold  and  pull  them  to 
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INCIPIT  DISTINTIO  OPCTAVI  CAPIIULI 

DE  TINTIS  AD  TINGENDUM  PANNUM  SETAM  ET  PELLEM  IN 
CAMUSSrcM  ET  MULTA  ALIA.  ET  DE  CAMUSHS  FIENDIS 
PER  MULTOS  ET  DIVERSOS  MODOS.  ET  PRIMO  AD  TINGEN- 
GENDUM  CAMUSSIUM. 

323.  A  teffnere  caprete  in  verzino. — Reccipe  li  caprete  et 
lavali  et  premili  bene  cum  le  mano  tanto  die  sia  bastevile  poi 
tolli  once  nove  de  verzino  bene  pisto  et  metilo  in  vintiquattro 
bocali  daqua  comuna  et  j.  bocali  daqua  de  calcina  viva  la  quale 
calcina  se  vole  spengiare  cum  uno  poco  de  liscia  de  cenere  de 
vite  cioe  mezo  bichiere  de  quella  liscia  et  quando  lo  vede  che 
comenza  afiumare  et  tu  ce  mectj  tre  bocali  daqua  de  calcina  et 
mecti  nel  dicto  verzino  et  lassa  bulire  tanto  che  manche  el 
terzo  poi  lo  cola  et  tolli  li  caprete  et  stendilj  tuctj  uno  sopra 
alaltro  poi  tolli  once  quattro  de  alumj  de  rocho  cum  quatro 
bocali  daqua  et  metti  lo  alumj  a  disfare  in  dicta  aqua  al  foco 
et  commo  laqua  e  divinuto  tanto  che  sia  tepida  et  tu  ne  da  de 
questa  aqua  ale  pelle  cum  uno  penello  da  tucti  doi  li  late  de 
le  pelle  una  volta  ligiermente  poi  le  pone  asciugare  alombra 
tanto  che  se  sciugano  })er  mita  poi  tolli  el  dicto  verzino  et  fallo 
bullire  per  uno  quarto  de  hora  poi  lo  leva  dal  foco  et  tolli  once 
j.  de  fingreco  et  once  j.  de  semj  de  lino  pisto  bene  insiemj  et 
metilo  in  nel  aqua  del  verzino  et  lassa  refredare  che  vegna 
tepida  pioi  ne  da  ale  pelle  doi  o  tre  volte  per  pelle  et  omne 
volta  le  lassa  sciugare  che  siano  pastose  ala  mano  et  non  siano 
secche  in  tucto  poi  le  mecte  ala  storta  o  ala  stroppa.  Et  se 
piu  le  voi  pine  de  collore  quanto  piu  li  darai  la  tinta  tanto 
viranno  piu  cupi  et  mectili  asciugare  al  vento  o  alaiere  dove 
non  habiano  sole  et  mectile  alia  stroppa  et  falle  morbide.  Et 
ancho  chi  volesse  piu  pino   collore   tolli   uno  torlo   dovo  et 
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make  them  soft.  And  if  you  wish  the  skins  to  be  of  a  still 
deeper  colour,  add  for  the  maestra  the  yolk  of  an  egg  to  this 
solution  of  verzino  and  stir  them  together  and  the  colour  will 
be  very  fine. 

324.  To  dye  ktdskins  in  scarlet. — ^Take  kidskins  soaked  with 
alum,  and  wash  them  well  until  the  alum  u  washed  out  of 
them,  and  for  every  dozen  of  skins  take  8  oz.  of  verzino  pounded 
or  rasped  with  a  ra^p,  and  put  it  over  the  fire  with  as  much 
water  as  you  may  think  sufficient  for  the  skins,  but  the  usual 
quantity  is  3  bocali  of  water  for  every  ounce  of  verzino,  and 
let  it  boil  until  the  verzino  becomes  nearly  black.  Then  re- 
move it  from  the  fire,  and  let  it  settle  for  a  night,  and  in  the 
morning  there  will  appear  a  certain  scum  on  the  top  of  it, 
which  you  must  remove  gently,  because  it  would  soil  the  skins. 
Pour  one  half  of  this  dye  into  a  basin,  and  put  the  skins 
into  the  other  half  to  soak  one  by  one,  and  manipulate  them 
well,  that  is,  stir  them  about  and  squeeze  them  and  then 
put  them  on  a  string  to  dry  without  wind  or  sun,  and  when 
they  are  nearly  dry,  put  them  back  into  this  dye  or  water  one 
by  one,  take  them  out  gently,  and  do  not  squeeze  them.  Then 
put  them  to  dry  as  before,  and  when  they  are  nearly  dry,  work 
them  about  well  in  your  hands,  and  for  the  maestra  take  two 
ounces  of  tartar,  and  put  it  into  a  glazed  jar,  and  make  it  boil 
until  reduced  one  half,  or  more,  and  this  is  the  maestra.  Then 
take  that  first  quantity  of  dye  which  you  set  apart,  and  add  to 
it  a  little  of  the  maestra  and  mix  them  well  together,  and  try 
it  upon  your  hand ;  if  you  see  that  it  has  not  enough  colour 
add  a  little  more  to  it,  and  take  care  not  to  add  too  much,  be- 
cause it  would  make  the  dye  too  dark.  And  when  the  dye  is 
tepid,  apply  it  with  a  sponge  on  both  sides  of  the  skins  and 
put  them  dripping  as  they  are,  upon  a  string  to  dry  without 
wind  or  sun,  because  that  would  make  them  too  hard,  and 
when  they  are  nearly  dry,  stretch/  them  well  with  the  hand  or 
with  a  wooden  hammer  until  they  are  quite  soft,  and  this  is  the 
best  and  most  masterly  practice  for  dyeing. 
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mectflo  in  questaaqua  de  verzino  et  Btempera  insiemj  et  mectilo 
per  maestra  in  nella  tinta  et  viranno  beletissime. 


324.  A  tegnare  caprecte  in  vermiglio. — Tolli  pelle  de  caprette 
alumaie  et  layale  bene  tanto  che  nescha  lo  alumj  et  per  omne 
dosina  de  pelle  tolli  8  once  de  verzino  pisto  o  raspato  cum 
raspa  et  polio  al  foco  cum  quella  aqua  che  te  pare  che  sia 
bastevile  per  le  pelle  ma  il  consueto  e  questo  che  per  omne 
oncia  de  verzino  vole  tre  bocali  daqua  et  lassalo  tanto  bolire 
che  el  verzino  diventi  quasi  negro  ahlora  levalo  dal  fuoco  et 
lascialo  posare  per  una  nocte  et  la  matina  aparera  uno  certo 
panno  et  quelle  levalo  via  legiermente  per  che  feiria  machiare 
le  pelle  poi  toUj  una  catinella  et  metivj  una  parte  de  questa 
tinta  et  metila  da  parte  poi  tolli  laltra  mita  et  metivi  dentro  a 
bagnare  le  pelle  a  una  a  una  poi  le  concia  bene  cum  mano  cio 
e  remenale  et  spremile  bene  cum  le  mano  poi  le  cava  fora  et 
mectile  in  una  corda  asciutare  alombria  senza  vento  e  sole  et 
quando  seranno  apresso  che  sciute  et  tu  le  rimecte  in  questa 
mededma  aqua  o  intinta  a  una  a  una  commo  prima  et  cavale 
legiermente  et  non  le  torcere  et  polle  a  sciugare  al  modo 
disopra  et  quando  sonno  a  presso  che  sciute  et  tu  le  rimena  per 
mano  molto  bene  et  per  sua  maestra  tolli  doi  once  de  alumj  de 
feecia  et  metila  in  una  pignata  vitriata  et  fallo  tanto  bulire  che 
calh  per  mita  o  pin  poi  tolli  de  questa  aqua  per  sua  maestra  et 
poi  tolli  quella  prima  in  tenta  che  reserbasti  et  mistace  uno 
poco  de  quella  aqua  de  maestra  et  miscola  bene  insiemj  et 
fanni  el  sag^o  in  su  le  mano  se  tu  vede  che  non  agia  asa 
coUore  et  tu  ve  ne  gionge  un  poco  piu  et  guarda  non  ve  ne 
mectissce  troppo  perche  te  daria  la  tinta  troppo  cupa  et  quando 
la  tinta  sera  tepida  vienj  bagnando  le  pelle  cum  una  spogna  da 
tucti  doi  li  cante  poi  le  pone  cosi  sgociolante  in  su  ima  corda  a 
sciugare  senza  vento  e  senza  sole  perche  le  faria  incrudire 
troppo  et  quando  sonno  a  presso  che  sciutte  et  tu  le  stendi 
bene  cum  le  mano  et  cum  la  stroppa  tanto  che  siano  bene 

q2 
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325.  To  dye  sheepskins  scarlet^  on  the  side  of  the  Jlesh,  for 
shoes.— Take  the  skins,  and  wash  and  wring  them,  and  work 
them  well  with  three  or  four  waters,  and  then  beat  them  well 
with  a  wooden  hammer  in  order  to  press  out  the  water,  and 
then  take  a  dyer's  horse  and  spread  the  skins  upon  it  and  scrape 
them  with  a  knife  so  as  not  to  cut  them,  and  squeeze  them 
well,  and  then  stretch  them  out  upon  a  cord,  and  let  them  dry 
a  little,  and  then  beat  them  with  the  hammer  until  quite  dry,  in 
order  that  the  dye  may  not  penetrate  through  the  skin.  And 
for  every  dozen  of  sheepskins  take  9  oz.  of  verzino  well  ground, 
and  put  it  on  the  fire  with  two  metadelle  of  water  for  each 
ounce  of  verzino,  and  boil  until  the  water  is  reduced  one  half 
Then  pour  it  into  a  glazed  earthen  vessel,  and  cover  it  up  so 
as  to  confine  the  vapour,  and  put  back  the  lees  that  remain 
behind,  with  ten  metadelle  of  water,  and  make  it  boil  until 
reduced  to  less  than  one  half,  and  then  begin  to  dye  the  skins 
with  this  last  water,  of  which  you  must  give  them  two  coats, 
and  mix  up  the  lees,  and  after  each  time  let  the  skins  dry,  and 
the  third  time  give  them  the  stroppa  and  open  them  well,  and 
when  they  are  well  opened,  give  them  a  third  coat  of  the  first 
colour,  and  then  give  them  a  second  coat  of  this  colour,  and 
when  nearly  dry,  rub  them  lightly  with  your  hand ;  and  then, 
for  the  fourth  time,  put  for  each  dozen  of  skins  one  metadella, 
and  one-third  of  ley  into  the  dye,  for  its  maestra.  Some  per- 
sons, in  order  to  make  the  colour  deeper  and  more  brilliant, 
add  two  yolks  of  eggs.  When  they  are  dry,  dye  them  with 
the  dye  into  which  you  put  the  maestra,  and,  when  again  dry, 
rub  them  gently,  and  they  will  be  done. 

326.  To  dye  sheepskins  scarlet  on  the  side  of  the  hair,  to  make 
shoes. — Take  the  skins  well  washed  and  cleansed  firom  lime,  and 
4  oz.  of  galls  well  pounded,  and  boil  them  [in  water  T]  until  re- 
duced one-third,  and  let  them  become  tepid.  Put  the  skins 
into  this  water  and  gall,  and  wring  them  well,  and  then  let  them 
remain  in  the  water  for  a  night ;  then  take  them  out  and  let 
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morbide  et  questa  e  la  migliore  pratica  et  maestra  che  se  facia 
per  tegnare. 

325.  A  tegnare  monttme  in  vermiglio  da  lo  lato  de  la  came 
per  fare  scarpe. — Awe  le  pelle  et  lavale  et  storcile  et  rimenale 
multo  bene  a  tre  o  a  quattro  aque  poi  torcele  multo  bene  ala 
stroppa  acio  nesea  quella  aqua  bene  poi  habbi  uno  cavalecto  et 
distendile  multo  bene  cum  una  costa  non  che  taglie  et  spremile 
bene  poi  le  stende  in  una  corda  et  lassale  sciugare  uno  poco 
poi  li  da  la  stroppa  o  la  steccba  tante  volte  che  sia  bene  sciucta 
acio  la  tenta  non  passa  la  pelle.  Et  per  onme  dozina  de  pelle 
de  montone  toUi  nove  once  de  virzino  bene  trito  et  mectilo  al 
foco  cum  doi  metadelle  daqua  per  oncia  de  verzino  et  fallo 
tanto  bolire  che  advenga  per  mita  poi  lo  pone  in  uno  ya80  de 
terra  vitriato  et  coprilo  bene  che  non  sfiate  poi  lo  cola  et 
rimecte  la  feccia  che  rimane  al  foco  cum  dece  metadelle  daqua 
et  fa  bullire  tanto  che  mancha  piu  che  la  mitta  poi  comenza  a 
tringiare  queste  pelle  cum  questa  ultima  aqua  de  fecie  et 
dalinj  due  mano  di  questa  ultima  aqua  et  rimista  le  fecie  et  da 
una  Yolta  et  laltra  lassale  sciutare  et  la  terza  volta  tu  li  da  la 
stroppa  et  aprele  bene  poi  che  sonno  ben  aperte  et  tu  li  da  el 
primo  coUore  questa  terza  yolta  et  daglini  doi  mane  et  quando 
sono  apresso  che  sciutte  stropale  ligiermente  cum  mano  poi  la 
quarta  volta  tu  vi  ni  mecte  per  dozina  una  metadella  et  uno 
terzarulo  de  ranno  in  lo  coUore  per  sua  maestra  et  alcuno  ce 
mettj  per  fare  piu  lustrenti  et  piu  pino  el  coliore  doi  torlj  dova 
et  quando  sono  scucte  et  tu  le  tengne  cum  questa  tanta  che  hai 
dato  li  dentro  la  maestra  et  quando  sonno  sciute  et  tu  le 
stroppa  ligiermente  et  sonno  facte. 


326.  A  tegnare  montonj  in  vei*milglio  dal  canto  del  pelo  per 
fare  scarpe. — Abbi  le  pelle  bene  lavate  et  divolte  dala  calcina 
poi  toUj  once  quattro  de  galla  bene  pista  et  falla  tanto  boUire 
che  aventre  per  terzo  poi  la  lassa  devenire  tepida  et  in  questa 
aqua  gallata  mectj  le  pelle  et  storci  le  bene  poi  ce  le  lassa  stare 
per  una  nocte  et  poi  le  tira  fora  et  poUe  asciutare  et  quando  sonno 
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them  dry,  and  when  they  are  nearly  dry,  give  them  the  stroppa, 
and  then  take  ^  oz.  of  roche  alum  to  each  skin,  and  make 
it  boil  in  a  vessel  with  a  small  quantity  of  water,  and  soak  the 
skins  in  this  alum  water,  and  squeeze  and  wring  them  so  that  all 
the  water  may  run  well  out.  Then  take  a  jriece  of  lime  which 
has  not  been  slaked,  put  it  into  a  basin,  and  add  to  it  enou^ 
water  to  cover  it  by  one  finger^s  breadth,  and  stir  it  well,  so  that 
it  may  be  perfectly  dissolved ;  then  let  it  settle,  and  when  it  has 
settled  for  one  night  take  off  the  scum  or  crust  which  the  lime 
forms  on  the  top  of  the  water,  and  then  take  two  boeali  of 
fresh  water,  and  pour  them  into  a  pan,  and  when  the  water 
boils  put  into  it  2  oz.  of  verzino  well  pounded,  and  boil  it  until 
it  is  reduced  one-half,  add  to  it  a  little  pounded  gum  arable, 
and  remove  it  from  the  fire,  and  when  it  is  tepid  take  away  the 
skins,  and  sew  them  up  all  round  so  that  the  side  of  the  flesh 
may  be  outside,  and  leave  the  neck  open,  and  pour  in  the  dye 
through  the  neck,  and  stir  and  shake  it  well  4  or  5  times  in  the 
dye,  so  that  the  dye  may  cover  the  whole  of  the  skin.  And  if 
you  wish  to  have  a  fuller  colour,  add  to  it  for  its  maestra  as  in 
the  last  recipe  a  yolk  of  egg,  well  beaten  up,  adding  it  a  little 
at  a  time  to  the  dye  until  the  colour  appears  full  enough.  Then 
pour  it  into  the  skin,  and  shake  it  all  over  it,  so  as  to  touch 
every  part.  When  the  skins  are  dry,  polish  them  on  a  smooth 
bench  with  glass,  and  they  are  done, 

327.  To  dye  dog-collars  and  couples  a  good  and  fine  scarlet — 
Take  the  skins,  wash  them  well  with  fresh  water,  and  let  them 
dry  ;  then  take  3  oz.  of  roche  alum  to  each  skin,  boil  the  alum 
[in  water],  and  when  it  is  dissolved  and  tepid  give  each  skin 
two  or  three  coats  of  it.  Then  take  for  each  skin  3  or  4  lbs.  of 
galls  well  pounded,  boil  them  a  little,  and  let  them  cool  so  that 
you  can  bear  your  hand  in  the  liquor,  and  then  put  this  water 
and  galls  into  a  bucket,  and  shake  the  skin  well  about  in  this 
water,  and  let  it  remain  in  it  a  day  and  a  night  that  it  may  be- 
come soft.  Then  put  it  to  dry,  and  while  it  is  drying,  work  it 
about  in  your  hands  that  it  may  become  soft.  When  it  is  well 
dried,  take  3  oz.  of  verzino  well  pounded  for  each  skin,  and  to 
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apresso  che  sciute  et  tu  le  stroppa  et  steccfaale  poi  toll j  una  oncia 

dalumj  de  rocfao  per  pelle  et  fiadlo  bulire  in  uno  padelecto  cum 

una  bocalecta  daqua  poi  mectj  le  pelle  a  mollo  in  questa  aqua 

alumata  et  spremile  et  storcile  bene  siche  nesca  via  quella  aqua 

raulto  baie.    £t  poi  toUj  de  la  calcina  in  petra  che  non  sia 

disciolta  et  metila  in  una  catinella  et  metive  tanta  aqua  che 

sopra  avance  uno  deto  et  mista  bene  che  se  disolva  tucta  de 

vantagio  pen  lassala  riposare  et  commo  e  bene  riposata  per  una 

nocte  et  tu  li  leva  via  uno  certo  solo  o  panno  che  la  calcina  per- 

dura  disopra  alaqua  poi  toUj  doi  bocalj  daqua  frescha  et  mectila 

in  uno  padelecto  et  quando  bollj  et  tu  ve  pone  dentro  doi  onci 

de  verzino  ben  pisto  et  fallo  bollire  tanto  che  manche  la  mita  de 

et  mectivj  uno  poco  de  gommarabico  pisto  et  levalo  dal  foco  et 

commo  e  tepido  et  tu  toUj  le  pelle  et  coscile  de  intorno  intomo 

per  modo  che  lo  lato  de  la  came  vegna  di  fora  et  lassa  el  collo 

scosdto  et  per  quello  collo  scuscito  vi  mettj  la  intenta  et  mane- 

giala  et  rimenala  multo  bene  de  vantagio  in  qua  et  in  la  cum 

la  intenta  4  06  volte  tanto  che  la  intenta  agiungha  per  tutto 

la  pelle.     Et  se  tu  volesci  lo  coUore  piu  pino  metivj  per  sua 

maestra  laderietavolta  uno  torlo  dovo  bene  sbatuto  et  metilo  m 

la  dicta  intinta  a  poco  a  poco  tanto  che  te  paia  che  sia  pino  poi 

lo  mecte  in  la  pelle  et  dallj  bene  de  intomo  dela  et  di  qua  re- 

menando  la  dicta  pelle  poi  che  sonno  tente  et  tu  le  liscia  in  uno 

banco  polito  cum  lo  vetrio  et  sonno  facte. 

327.  A  tengere  pelle  de  sovatto  in  vermiglio  bone  et  belle. — 
Havvj  le  schinj  et  lavale  bene  cum  laqua  chiara  et  lassale  suc- 
care  poi  toUj  once  tre  de  alumj  de  rocho  per  cescuna  schina  et 
fallo  bollire  et  quando  e  tepido  che  sia  bene  disfacta  dannj  doi  o 
tre  mane  per  schina  poi  toUe  per  omne  schina  lb  j.  de  galla 
bene  pista  et  mectila  a  bollire  uno  poco  et  lassala  refredare  tanto 
che  tu  ce  posse  patere  la  mano  poi  mectj  questa  aqua  gallata  in 
una  bigoncia  et  menerai  la  schina  multo  bene  per  quella  aqua 
et  lassala  stare  cusci  undi  et  una  nocte  che  se  moUa  bene  poi 
la  pone  a  sciucare  et  infinentre  che  se  sciucca  et  tu  le  palmegia 
acio  diventano  morbide  et  quando  e  bene  sciuta  tolli  once  tre 
de  verzino  per  cescuna  schina  bene  pisto  et  per  omne  oncia  de 
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each  ounce  of  verzino  put  two  bocali  of  water,  and  then  add 
two  glasses  of  solution  of  tartar,  and  put  it  into  the  verzino 
when  it  is  boiled,  and  then  add  i  oz.  of  gum  arabic,  and  put  this 
dye  into  a  glass  vessel,  as  clean  as  possible.  Then  take  the 
grounds  of  the  verzino,  and  add  to  it  3  glasses  of  water,  and 
make  it  boil  until  reduced  one-half,  and  with  this  water,  boiled 
on  the  grounds,  begin  to  dye  the  skin  with  a  paintbrush  or  a 
sponge,  and  let  the  dye  be  tepid,  and  so  put  it  on  as  often  as 
necessary,  but  do  not  put  too  much  tartar  (which  is  its  maes* 
tra),  that  it  may  not  be  too  highly  coloured ;  and  when  you 
dye  it,  let  it  dry  each  time,  and  when  it  is  dry  rub  it  with  your 
hands,  and  then  with  the  stick  on  the  side  of  the  flesh  to  make 
it  soft,  and  it  is  done. 

328.  To  dye  scarlet. — Take  ^  lb.  of  sandal  wood  and  ^  lb.  of 
madder,  boil  them  together  with  plain  water  until  reduced  to 
one-half,  and  then  add  half  a  fogliecto^  of  ley  for  its  maestra 
to  make  the  colour  deeper,  and  a  piece  of  quicklime,  and  boil  it 
until  reduced  to  one-third ;  then  prepare  the  skins  for  dyeing  as 
in  the  other  recipes. 

329.  To  dye  very  fine  scarlet. — Take  1  lb.  of  verzino  co- 
lumbino  well  ground,  and  soak  it  in  clear  water  for  the  space 
of  two  days,  and  then  put  it  into  a  boiler  containing  3  or  4 
bocali,  to  boil  until  reduced  by  one-third,  add  to  it  2  oz.  of 
quicklime  and  3  oz.  of  roche  alum ;  and  if  the  colour  is  pale 
add  2  oz.  of  fenugreek  ;  and  if  you  wish  to  have  it  of  a  fuller 
colour  add  a  fogliecto  of  boiled  ley  and  it  will  be  of  a  fine 
colour. 

330.  To  dye  skins  of  a  very  beautiful  and  good  purple  colour. 
— First  take  the  skin  prepared  like  chamois  leather,  and  dip 
it  two  or^  three  times  in  clear  water,  and  shake  it  and  wring 
it,  and  then  take  2  oz.  of  roche  alum,  and  put  it  into  two 
bocali  of  plain  water,  and  make  it  boil,  and  let  it  cool. 
Then  take  the  skin,  and  dip  it  in  the  alum  water,  and  wash  and 
wring  it  well,  and  let  it  dry  in  the  shade.     Then  take  2  oz.  of 

^    h.  liquid  measure  used  at  Florence. 
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i^rzino  metiyj  doi  bocali  daqua  et  poi  ce  mectj  doi  bichiere  de 
aqua  de  alumj  de  feda  et  poUa  in  lo  verzino  qiiando  e  oocto  poi 
ce  mectj  meza  oncia  de  gommarabico  poi  meed  questa  tinta  in 
lino  vaso  de  yetrio  neto  quanto  poi  poi  tolli  quelle  fondaccio  de 
verzino  et  mectice  dentro  3  bichiere  daqua  et  fallo  bollire  tanto 
che  manche  la  mitade  et  cum  questa  aqua  del  fondaccio  comenza 
a  tegnare  in  su  la  schina  cum  uno  penello  o  vero  una  spogna  et 
fa  che  la  tenta  sia  tepida  et  cusi  vi  ni  da  tante  volte  che  sia  asai 
et  non  cemectare  troppo  alumj  de  fecia  che  e  sua  maestra  acio 
non  havesse  troppo  coUore  et  quando  tu  li  daraj  la  tinta  lassa 
sciugare  per  omne  volta  et  quando  e  £acto  et  tu  la  mena  cum 
mano  et  poi  cum  la  stecca  dal  canto  de  la  came  che  divente  bor- 
bida  {sic)  e  de  facto. 

328.  A  teffnare  in  vermiglio. — ^ToUi  meza  libra  de  sandoli  et 
meza  lb  de  robbia  et  fa  buUire  insiemj  cum  aqua  comuna  per 
in  fino  divengha  piu  che  la  mita  poi  ce  mectj  meza  foglieta  de 
ranno  da  capo  per  sua  maestra  et  piu  pino  lo  colore  mectice  una 
zupa  de  calcina  viva  et  fa  buUire  tanto  che  arentre  per  tertio 
poi  nutrica  le  pelle  per  tegnare  commo  in  le  altre  recepte. 

329.  A  tegnare  in  verzino  bellitissimo. — ^Abbi  libre  j  de  ver- 
zino columbine  bene  trito  et  metilo  a  moUe  in  aqua  chiara  per 
spatio  di  doi  di  poi  lo  mecte  in  uno  caldaro  de  3  o  4  bocali  a 
bullire  tanto  che  calli  per  terzo  poi  cemecti  doi  once  de  calcina 
viva  et  3  once  de  alumj  de  rocho  et  se  el  coUore  fusse  chiaro  mec- 
tice doi  de  fino  greco  et  se  lo  volesti  piu  pino  mectice  una  fogli- 
ecto  de  ranno  boUo  et  sera  bono  collore. 

330.  A  tegnare  le  pelU  in  colore  de  paioonazzo  bellitissimi  et 
bone. — ^Prima  tolli  la  pelle  concia  in  camoscio  et  bagnala  doi  o 
3  volte  in  laqua  chiara  et  remenala  et  storciala  poi  tollj  doi  once 
de  alumj  de  rocho  et  mectilo  in  doj  bocali  daqua  comuna  et  fallj 
levare  el  bolore  poi  la  lassa  fredare  poi  tollj  la  dicta  pelle  et 
bagnala  in  la  dicta  aqua  alumata  et  lavala  et  storcila  bene  poi 
la  pone  asciucare  alombra  poi  tollj  doi  once  de  verzino  bene 
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verzinoy  well  pounded,  and  put  it  into  a  boiler  with  three 
bocali  of  water,  and  make  it  boil  until  it  is  reduced  by  one- 
third,  and  take  the  skin,  very  dry,  and  stretch  it  well,  and  then 
take  the  verzino,  which  must  be  tepid,  and  spread  it  over  the 
skin  With  a  puntbrush,  or  with  a  sponge,  and  let  it  dry  in  the 
shade,  and  out  of  the  wind.  When  it  is  dry  give  it  two  other 
coats  of  the  verzino,  letting  it  dry  between  each  coat.  Then 
take  a  lump  of  quicklime,  and  put  it  into  a  piece  of  linen,  and 
tie  it  closely  and  dip  it  into  what  remains  of  the  verzino,  and 
while  you  are  thus  wetting  it,  press  out  all  liiat  you  can  into 
the  verzino,  and  then  take  the  skin,  and  ^ve  it  another  coat, 
and  it  will  become  purple  and  beautifiil.  And  if  you  wish  to 
dye  more  than  one  skin,  take  for  each  skin  2  oz.  of  alum  and  2 
oz.  of  verzino,  and  as  much  water  as  was  mentioned  above,  and 
make  it  boil  as  before. 

331.  To  dye  skins  red. — Take  the  root  of  knot  grass,  other- 
wise called  blood  wort,^  which  children  put  to  their  nose  or 
tongue  to  make  it  bleed ;  then  take  one  metadella  of  strong 
white  wine  vinegar,  and  put  into  it  some  of  this  root  very  well 
pounded,  and  make  it  boil  until  reduced  one  half,  and  then  put 
this  dye  into  a  pan,  and  when  it  is  tepid  dye  the  skins,  and  give 
them  so  many  coats  that  they  may  have  a  good  colour.  And 
you  may  reduce  this  root  to  powder,  because  it  is  then  good  for 
dyeing  all  the  year  round.  When  the  skins  are  dry  rub  them 
in  your  hands  to  make  them  soft. 

332.  To  dye  kidskins  green. — Take  of  the  grains  or  berries 
of  the  plant  or  shrub  called  privet,  by  some  called  also  "  fioria,*' 
and  by  others  '^  oriola,"  which  has  a  leaf  like  the  laurel,  and 
its  leaf  grows  crosswise  upon  the  bough,  and  at  the  end  of  the 
bough  there  grow  several  berries,  black  like  pepper,  which  re- 
semble ivy  berries,  and  which  are  ripe  in  the  month  of  Sep- 
tember. Take  1  oz.  of  these  berries  for  each  skin,  and  then 
take  several  tender  twigs  of  a  fig  tree,  and  cut  them  into  little 
bits,  and  then  distemper  the  said  privet  berries  with  two  cups 
— _^^ — ■     —  '■ '    ■ '  '        .    .    I      II  ■  I 

1  Poligonum  Aviculare. 
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pisto  et  metilo  in  uno  caldaro  cum  3  bocali  daqua  et  Mlo  tanto 
bollire  che  arentre  per  terzo  poi  tollj  la  dita  pelle  bene  sciuta 
et  stendila  bene  poi  toUj  el  yerzino  che  sia  tepido  et  dallo  sopra 
ala  dicta  pelle  cum  uno  penello  o  spogna  et  metila  a  sciugare 
alombra  et  senza  vento  poi  che  e  sciuta  dallj  doi  altre  mane  de  lo 
dicto  yerzino  et  sempre  da  una  mano  alaltra  lassa  sciutare.  E  de 
poi  tollj  una  zuppa  de  calcina  yiva  et  metila  in  una  peza  de  panno 
de  lino  et  lega  la  bene  poi  tollj  la  dicta  peza  et  bagnala  in  quello 
yerzino  che  te  rimase  et  commo  tu  la  bagni  cusi  la  yieni  spre- 
mendo  in  lo  dicto  yerzino  quello  che  cenuscira  poi  toUi  la 
pelle  et  darai  li  una  altra  mano  et  lassa  sdugare  et  sera  payo- 
naza  et  bella.  £  se  tu  yolesci  tegnare  piu  che  ima  pelle  tolli 
per  omne  pelle  doi  once  de  alumj  et  doi  once  de  yerzino  et  tanta 
aqua  quanta  fu  dicto  sopra  et  fallo  tanto  bulire. 

331.  A  tegnare  in  rosscio  la  peUe. — Ahyyi  radice  de  herba 
spagnola  alias  dicta  SaguinareUa  che  li  fanziulli  se  la  mectano 
al  naso  o  yero  alia  lingua  per  fare  usdre  el  sangue  poi  tollj  una 
mectadella  de  aceto  forte  de  yino  bianco  et  metiyj  dentro  de 
questa  radice  pista  bene  et  fa  tanto  buUire  che  manche  la  mita 
poi  mecti  questa  tinta  in  una  catinella  et  quando  e  tepida  yienj 
tingendo  le  pelle  et  dalinj  tante  mane  che  habia  bona  tinta  et 
de  questa  radice  fanne  polyere  perche  e  bona  tucto  lanno  per 
tegnare  poi  che  le  pelle  sonno  sdute  menale  per  le  mano  acio 
diyentano  morbide. 

332.  A  tengnare  caprecte  in  verde. — Tolli  de  quelli  grani  o 
acinj  che  fa  questa  herba  o  arbore  che  se  chiama  oliyella  et 
alcuno  la  domanda  fioria  et  chi  la  chiama  oriola  che  fa  la  folglia 
compo  lorbacho  et  ta.  la  folglia  in  cruce  in  su  la  rama  et  in 
capo  ce  fa  parecchj  granj  commo  pepere  nigri  et  sonno  commo 
acinj  o  pipere  de  hellola  et  sonno  mature  del  mese  de  setempre 
colglie  de  li  dicti  granelli  once  j  per  pelle  poi  tollj  parecchi  ra- 
mictinj  de  fico  tenere  et  talglialj  in  frustri  menuti  poi  distem- 
pera  cum  doi  scudelle  daqua  la  dicta  oliyella  et  bene  sbactuti 
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of  water,  and  beat  it  all  up  well  together  and  let  the  water 
boil  for  a  quarter  of  an  hour,  and  then  set  it  to  cool  until  it 
becomes  tepid,  and  before  you  boil  it,  put  into  it  a  glassful  of 
strong  vinegar ;  and  when  it  has  become  tepid,  lay  two  or  three 
coats  of  this  dye  upon  the  skin,  until  it  is  well  dyed.  And  if 
you  wish  to  have  the  dye  of  a  deeper  colour,  add  more  of  the 
privet  berries,  and  it  will  be  a  fine  bright  green. 

333.  To  dye  skins  green. — ^Take  ripe  buckthorn  berries  and 
put  them  into  a  boiler,  and  add  an  equal  quantity  of  vinegar, 
that  is,  an  equal  weight  to  that  of  the  berries,  and  let  it  boil 
a  little,  and  then  strain  it  through  a  piece  of  linen  cloth,  and 
pour  it  into  a  glazed  vase,  and  when  you  wish  to  use  it,  take 
the  skins,  and  spread  the  colour  upon  them  with  the  paint- 
brush, and  they  will  become  green,  and  you  can  keep  this 
colour  or  dye  for  a  whole  year,  if  kept  well  closed. 

334.  To  dye  the  skins  green. — Take  some  "  pero  citrine " 
when  ripe,  and  extract  the  juice,  and  then  add  some  good  and 
strong  white  wine  to  that  juice,  that  is  to  say,  for  every  petitto 
of  juice,  two  of  wine,  and  boil  them  together  until  reduced  one 
half;  then  take  a  hare's  foot  or  a  paintbrush,  or  a  small  sponge, 
and  dip  it  in  the  juice  and  dye  the  skins  once  or  twice  with  it, 
until  you  consider  the  colour  to  be  sufficiently  deep.  It  must 
be  dried  without  sun  or  wind. 

335.  To  make  a  green  dye  for  dyeing  cloth,  thread,  or  silk, — 
Take  roche  alum,  and  dissolve  it  in  a  boiler,  and  let  it  boil  till 
it  is  well  dissolved ;  then  take  it  off  the  fire,  and  let  it  cool  so 
that  you  can  bear  your  hand  in  it,  and  then  put  the  cloth,  or 
silk,  or  thread,  into  it,  and  let  it  remain  for  a  day  and  a  night, 
and  then  take  it  out  and  let  it  dry  well.  Next  take  a  little 
verdigris  and  make  it  boil  in  the  water,  and  then  remove  it, 
and  when  the  water  is  become  tepid,  put  the  cloth  into  it,  and 
work  it  well  in  your  hand,  and  let  it  dry,  and  if  you  give  it 
another  wetting  with  a  little  roche  alum,  it  will  become  of  a 
brighter  colour.  If  you  wish  it  to  be  darker,  add  more  ver- 
digris. 

336.  To  dye  skins  blue, — Take  for  each  skin  1  oz.  of  indigo. 
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insiemj  et  poi  pone  a  buUire  dicta  aqua  per  uno  quarto  dhora 
poi  la  pone  a  fredare  tanto  che  diventj  tepida  et  nante  che  tu 
faci  bulire  metice  dentro  uno  bichiero  daceto  forte  et  commo 
sera  direnuta  tepida  et  tu  da  de  questa  intinta  a  le  pelle  doi  o 
3  mane  tanto  che  sia  ben  tento.  Et  se  le  voj  piu  cupi  mectiyj 
piu  de  quelli  granellj  et  vira  verde  chiaro  et  bello. 

333.  A  teffnare  pelle  in  wrA.-Accipe  semina  spinj  cervinj 
matura  et  micte  in  caldario  et  tamtumdem  fortis  aceti  scil. 
quantum  est  pondus  semina  predictorum  et  fac  ut  buliat  parum 
demum  cola  cum  peza  alba  linj  pannj  et  eum  pone  in  vitriato 
vase  et  cum  vis  operare  acipe  pellas  et  da  super  eas  coUorem 
ilium  cum  penello  et  veniet  virides  et  potes  servare  dictum 
collorem  sive  intintam  per  totum  annum  bene  clausa. 

■m 

334.  A  tegnare  la  peUe  in  verde. — ^Tolli  del  pero  citrine 
quando  sonno  mature  et  trannj  el  sugo  poi  toUj  vino  bianco 
bono  et  grande  et  mectilo  in  quelle  sugo  cioe  per  omne  pectito 
de  sugo  doi  de  vino  et  fa  buUire  insiemj  tanto  che  callj  per 
mita  de  poi  toUi  uno  pe  de  lepore  o  uno  penello  o  uno  poco  de 
spogna  et  bagna  in  quelle  sugo  et  tegne  le  pelle  una  volta  o 
doi  secondo  che  te  pare  che  habia  vivo  coUore  per  omne  volta 
vole  essere  sciuta  senza  sole  e  senza  vento. 

335.  Affare  tenia  verde  da  tegnare  pannn^  o  refe  o  seta, — Re- 
cipe alumi  de  rocho  et  metilo  a  strugiare  in  una  caldara  et 
fallo  buUire  tanto  che  se  distrugia  bene  poi  lo  leva  dal  foco  et 
lassalo  refredare  tanto  che  tu  vi  possci  patere  la  mano  poi  ce 
mecti  dentro  lo  panno  o  sete  o  refe  et  lassalo  per  uno  di  et  una 
nocte  poi  lo  tira  fora  et  lassalo  bene  sciucare  poi  tolli  uno  poco 
de  verderamo  et  fallo  bullire  in  la  dicta  aqua  et  poi  la  leva 
via  et  quando  laqua  sera  diventata  tepida  et  tu  vi  mecti  lo 
panno  et  manegialo  bene  cum  mano  et  polio  a  sciutare  et  se 
tu  li  darai  uno  altro  bagno  cum  uno  poco  dalumj  de  rocho 
vira  cum  piu  vivo  coUore  et  se  piu  cupo  lo  volesci  mectivi  piu 
verderamo. 

336.  A  tegnare  pelle  azurre, — Summe   pro   qualibet  pelle 
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and  grind  it  well  with  strong  vinegar,  and  to  each  ounc6  of 
indigo  take  one  foglietta  of  vinegar,  and  dip  a  paintbnish  or  a 
hare's  foot  into  it,  and  lay  it  upon  the  skins,  and  dry  them  in 
the  shade.  Then  give  them  a  second  coat,  and  let  them  dry, 
and  they  will  be  very  beautiful.  And  if  you  boil  the  vinegar 
a  little  with  the  indigo,  the  skin  will  be  of  a  much  brighter 
and  fuller  colour. 

337.  To  dye  the  skins  black, — Take  the  skin  prepared  with 
sumach  and  scrape  it  on  the  side  of  the  flesh  and  rub  it  well 
with  pumice  stone ;  then  take  whites  of  egg,  and  lay  them  on 
the  side  which  you  have  pumiced,  and  let  it  dry.  Next  take 
fine  black,  and  lay  it  with  a  paintbrush  upon  the  white  of 
egg  which  you  laid  upon  the  skin,  and  let  it  dry,  and  then 
take  the  maestra  mixed  up  with  oil,  and  lay  it  upon  the  black 
with  a  paintbrush,  and  let  it  dry  in  the  shade,  and  tlien  break 
it  with  the  stecca,  and  it  will  be  like  silk,  and  its  maestra  is 

lime  water  mixed  with  common  oil. 

ft 

338.  To  make  a  black  dye  for  dyeing  skins^  that  is  to  say, 
fine  shoemaiher^s  blacky  unt/iout  iron. — Take  a  boiler  full  of  the 
juice  of  sumach,  and  add  to  it  some  dust  from  a  wheel  [or 
grindstone]  and  let  it  boil  until  reduced  by  two  fingers' 
breadths  in  depth  ;  and  when  it  is  cool  you  may  dye  the  skin 
with  this  dye,  and  every  hour  it  will  be  a  finer  dye. 

339.  To  dye  kidskins  a  fine  and  beautiful  black. — ^Take  the 
skins,  and  wash  them  very  well  in  three  or  four  waters ;  then 
squeeze  them  and  wring  them  well  in  the  stroppa  until  the 
water  is  run  well  out  of  them.  Hien  stretch  them  upon  a  string 
to  dry,  and  for  every  dozen  of  kidskins  take  2  oz.  of  verzino 
ground,  and  boil  it  until  it  is  reduced  to  one  half,  and  then 
take  it  off  the  fire,  and  when  it  is  tepid  be^n  to  lay  the  colour 
on,  and  squeeze  it  well  with  your  hands,  and  each  time  let  the 
skin  dry  a  little,  and  do  this  3  or  4  times,  and  the  4th  time 
put  a  little  very  clear  lime  water  into  the  dye  with  which  you 
dyed  the  skins,  and  this  is  its  maestra,  and  dye  them  the  fourth 
time,  and  when  they  are  nearly  dry,  give  them  the  stroppa 
until  they  are  dry.     Then  take  a  little  oil  with  a  sponge,  and 
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oncia  j  de  indico  et  eum  bene  madna  cum  forti  aceto  et  pro 
qiiallbet  oncia  indici  unam  foglietam  acetj  et  infunde  penellum 
aut  leporis  pedem  et  da  super  pellas  demum  sicca  eas  sine  sole 
deinde  desuper  alteram  vicem  dictam  tintam  et  permite  sicari 
et  erunt  pulcherrime.  Et  si  fades  bulire  aliquantulum  dictum 
acetum  cum  dicto  indico  venient  tibi  multum  magis  dare  et 
eolloris  plene. 

337.  A  teffnare  le  pelk  in  nero. — ToUi  la  pelle  conda  in 
scotano  et  radda  ben  dal  canto  de  la  came  poi  tolli  una  pu- 
mice et  pumiciala  bene  poi  tolli  chiare  dova  et  dalli  dal  canto 
che  tu  hai  pumiciato  et  lassa  sdugare  poi  habbi  lo  nero  fino  et 
dallo  cum  lo  penello  sopra  a  la  dicta  chiara  dova  che  desti 
sopra  ala  pelle  et  poUa  a  sciugare  poi  habbi  la  maestra  incor- 
porata  cum  lolio  et  dalla  sopra  a  lo  nero  cum  lo  penello  et 
polla  a  sdugare  alombria  poi  la  rompe  ala  torta  poi  la  rompe 
ala  stecca  et  sera  morbida  commo  seta  et  la  sua  maestra  sci  e 
aqua  de  calcina  viva  mista  cum  oleo  comuno. 

338.  A  fare  tenia  nera  per  t^are  pelle  doe  tenta  da  calzo- 
tare  fina  senzaferro. — ^Ahvve  uno  caldaro  daqua  de  scotano 
firugato  e  falla  tanto  buUire  che  calli  quatro  deta  poi  ce  mectj  de 
lo  lozo  de  rota  et  bolla  tanto  che  calli  doi  deta  et  quando  sera 
fredda  cum  questa  aqua  tu  porai  tegnare  la  pelle  et  omne  bora 
sera  piu  fina  tenta. 

339.  A  tegnare  caprecti  in  nerojini  e  belli. — Tolli  le  pelle  et 
layale  molto  bene  a  3  o  a  4  aque  poi  torcele  et  spremile  bene 
alia  stecca  o  ala  stroppa  tanto  che  nesca  bene  quella  acqua  poi 
le  stende  insuso  una  corda  asciugare  et  per  una  dozina  de 
pelle  de  capretti  toUj  once  doi  de  verzino  trito  et  fallo  bollire 
tanto  che  manche  per  mita  poi  lo  leva  dal  foco  et  quando  sera 
tepido  et  tu  li  comencia  a  dare  el  collore  et  premili  bene  cum 
le  mano  et  da  luna  volta  et  laltra  lassale  uno  poco  sdugare  et 
cosci  fa  3  o  4  volte  poi  la  quarta  volta  pone  in  nella  tinta  che 
hai  tinti  li  caprette  uno  poco  daqua  de  calcina  viva  che  sia  ben 
chiara  et  questa  e  la  sua  maestra  et  tinge  la  quarta  volta  et 
polli  a  sciugare  et  quando  sonno  a  presso  che  sciutte  et  tu  li  da 
la  stropa  tanto  che  siano  sciucte  poi  tolli  uno  poco  dolio  cum 
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lay  on  the  kidskins  as  much  of  it  as  they  will  take,  and  then 
give  them  the  stroppa  in  order  that  the  oil  may  penetrate  well 
into  the  skins.  When  you  have  done  this,  roll  up  each  skin 
into  a  lump  by  itself,  and  let  it  stand  so  for  a  night,  and  then 
give  them  the  stroppa  again,  and  spread  them  out  in  the 
shade,  and  they  are  done.  And  know,  that  the  more  you 
soften  them  with  your  hand  or  with  the  hammer^  the  softer  they 
will  be. 

840.  To  dye  sheep  or  kidskins  a  fine  and  good  black. — Take 
the  kidskin  or  sheepskin,  and  wash  it  and  wring  it  till  the  water 
comes  off  it  clear ;  then  take  galls  well  pounded,  which  you  have 
proved  to  be  strong  by  trying  them  in  your  mouth,  and  put  them 
into  a  pipkin,  let  them  boil,  and  then  let  them  cool  so  as  to  be- 
come tepid.  Then  take  the  skin  and  gall  it  well ;  afterwards 
wash  it  with  fresh  water,  and  squeeze  the  water  well  out.  Then 
take  shoemaker's  dye,  that  is,  atramentum ;  steep  the  skin  in 
it  and  let  it  soak  for  the  space  of  4  hours;  then  wash  it 
well,  until  the  water  comes  off  clear  and  clean.  Then  take 
ley  and  a  little  oil,  and  wet  the  skin  with  this  mixture,  and  it 
will  become  as  soft  as  silk. 

341.  A  way  of  preparing  skins  with  the  hair  on^  or  xdthout 
the  hair^  that  is  to  say^  deerskin  or  wolfskin^  or  hadgerskin^  or 
other  skiuy  or  kidskin,  or  goatskin,  or  the  skin  of  other  animals. 
And  it  is  a  well  tried  preparation. — ^Take  skins  which  have  been 
taken  off  the  animal  in  proper  time,  and  not  from  unhealthy 
beasts,  and  let  them  be  dried  without  sun,  or  let  them  be  a  little 
salted,  and  put  them  into  a  tub  of  water,  and  let  them  remain 
there  for  the  space  of  5  natural  days,  in  order  that  the  flesh 
may  be  well  macerated,  and  in  the  course  of  these  5  days 
renew  the  water  2  or  3  times  on  account  of  the  unpleasant 
smell  which  arises  from  them.  Then  take  them  out,  and  let 
them  drain,  and  when  they  are  drained,  put  one  upon  the  other 
on  the  bench  for  cleaning  the  skins  from  flesh,  those  that  are 
fleshy^  I  mean,  and  then  strip  the  flesh  from  the  skins  just  as 
you  think  proper,  and  so  lay  one  upon  another  in  order  that 
you  may  not  cut  them  with  your  knife,  and  when  you  have 
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una  spogDa  et  daHo  a  li  caprette  quanto  ne  ponno  portare  poi 
li  da  la  stroppa  acio  lolio  penetra  bene  le  pelle  &cto  questo  et 
ta  reingoluppa  omne  pelle  da  per  se  commo  uno  pane  et  lassa 
stare  cusi  per  una  nocte  poi  la  da  la  stroppa  de  novo  et  dis- 
tendile  alombra  et  Bonno  facte  et  sappi  che  quanto  piu  le  re- 
morbidiraj  cum  le  mano  tanto  piu  seranno  morbidi  et  cusi  cum 
la  stroppa. 

340.  A  tegnare  numtane  o  capretto  in  nero  belli  et  bonj, — Pig- 
lia  la  pelle  de  capretto  o  de  montone  et  lavala  et  storcila  tanto 
che  nesca  laqua  chiara  poi  tolli  galla  ben  pista  che  tu  senti  ala 
bocha  che  sia  forte  et  metila  in  uno  pignato  et  lassa  bullire 
poi  lassa  fredare  die  diyente  tepida  poi  toUj  la  pelle  et  gallala 
bene  che  ella  sia  ben  gallata  poi  lavala  bene  cum  laqua  frescha 
et  torcila  bene  che  nesca  quella  aqua  poi  tolli  tenta  da  calzo- 
lare  cioe  lagrimento  et  mecti  la  pelle  in  la  sopradita  tenta  et 
lassala  moUare  per  spatio  de  4  bore  poi  la  lava  multo  bene 
tanto  che  nesca  laqua  necta  et  chiara  poi  toUj  liscia  et  uno 
poco  dolio  et  bagna  la  sopradita  pelle  et  vira  morbida  ad  modo 
duna  seta. 

341.  Modo  da  conciare  pelle  cum  lo  pelo  et  senza  pdo  doe 
pelle  de  cervo  o  de  lupo  o  de  tasso  o  de  lotrie  o  de  capretti  o  de 
capre  o  daltri  animali  e  de  concia  probata. — ^Recipe  pelle  scor- 
ticate  a  sta^one  e  non  sieno  de  bestie  che  habiano  insanita  et 
sieno  secche  senza  sole  o  vero  alquanto  insalate  et  metile  in 
una  tina  daqua  et  lassale  stare  li  dentro  per  spatio  di  5  di 
naturali  acio  lo  camacio  sia  ben  macero  ^  infra  questi  5  di 
renova  laqua  doi  o  3  volte  ale  dicte  pelle  pelle  per  la  puza 
che  fanno  poi  le  cava  fora  et  lassale  scolare  et  scolate  che 
sonno  pune  luna  sopra  alaltra  in  el  banco  da  scamare  pele  cum 
came  in  tende  bene  poi  excama  le  dicte  pelle  commo  te  pare 
et  pone  cusci  luna  sopra  a  laltra  acio  non  te  vengano  guaste 
cum  lo  cortello  et  scamate  che  sonno  letale  dal  banco  et  lassale 
scolare  bene  poi  tollj  uno  barile  daqua  et  falla  bulire  et  in 
questa  aqua  pone  libre  4  de  sale  et  commo  el  sale  edisfacto 
bene  et  tu  la  lassa  refi^dare  tantx)  che  divente  tepida  et  in 
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Stripped  the  flesh  off,  remoTe  them  from  the  bench  and  let 
them  drain  well ;  then  take  a  barrel  of  water,  and  make  it  boil, 
and  put  into  it  4  lbs.  of  salt,  and  when  the  salt  is  quite  dis- 
solved, let  it  cool  imtil  it  becomes  tepid,  and  into  this  tepid 
water  put  half  a  wheaten  loaf,  and  move  it  about  with  your 
hands  until  it  is  well  dissolved.    Hien  add  to  it  some  flour 
made  from  com  (barley  flour  is  best),  and  put  as  much  as  you 
think  sufficient,  so  that  the  water  may  be  tolerably  thick,  and 
know  that  the  flour  must  not  be  bolted  or  8ifiked>  but  must  be 
mixed  with  the  bran  just  as  it  comes  from  the  mill.     Having 
done  this,  and  having  mixed  the  tepid  water  with  the  meal,  put 
in  the  skins  one  by  one,   stirring  them  well  with  yotu*  hands 
without  stretching  them,  and  let  the   flesh  be   underneath^ 
stretching  out  one  skin  nicely  over  another.     Let  them  remain 
in  this  way  for  the  space  of  2  days,  then  take  them  out  and  let 
them  drain  well  for  the  space  of  half  a  day,  and  in  the  evening 
put  them  back  into  the  water,  and  let  them  remain  in  it  3  days, 
and  stir  them  well,  and  at  the  end  of  three  other  days  repeat 
the  process,  and  put  the  skins  back  again  into  the  water,  and 
let  them  remain  for  the  space  of  6  days  in  all,  besides  the  other 
two  days  before  mentioned ;  and  this  is  done  in  order  that  the 
hair  may  adhere  more  firmly.     Then  take  them  out  of  the 
preparation  and  put  them  to  dry  in  the  shade  for  the  space  of 
one  night ;  then  arrange  them  in  order,  one  upon  another,  upon 
planks  or  boards  to  remove  the  -  flesh  from  them,  which  yon 
must  remove  just  as  you  think  proper.    And  when  you  have 
done  8o,  scrape  th^on  well,  and  take  roche  alum  in  crystals,  and 
not  in  powder,  for  it  is  better,  and  put  for  12  wol&kins,  or 
deerskins^  or  similar  skins  12  lbs.  of  roche  alum,  so  tliat  eadi 
skin  may  have  a  pound  of  alum,  and  24  petitti  of  water,  which 
will  make  two  petitti  for  each  skin,  and  let  the  alum  dissolve 
well  in  the  water  over  the  fire,  and  do  not  let  the  alum  and 
water  boil.     Then  put  into  the  water  4  lbs.  of  salt,  and  when  it 
is  perfectly  dissolved,  let  the  water  cool  until  it  is  tepid ;  then 
soak  the  skins  in  it,  allowing  for  each  hide  one  petitto  of  the 
solution  of  alum  and  salt,  stirring  the  skin  well  with  your  hands 
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questa  aqua  tepida  metice  mezo  {MUie  de  formento  et  menalo 
bene  per  le  rnano  tanto  che  na  ben  disfacto  poi  mecte  in  la 
dicta  aqua  farina  de  grano  ma  e  meglio  dorzo  cioe  quella  fistrina 
che  te  pare  bastevile  et  che  laqua  dala  £surina  sia  uno  poco 
spesea  la  prima  volta  sappi  che  la  farina  non  vole  essere  staciata 
ne  stamignata  ma  yole  essere  con  la  remola  commo  ella  viene 
dal  molino  facto  questo  essendo  laqua  tepida  cum  la  dicta 
farina  mectj  dentro  le  dictj  pelle  ad  una  ad  una  et  menanddie 
bene  cum  mano  senza  extirarle  et  fa  che  lo  camaccio  sia  desocto 
bene  steso  luna  pelle  sopra  alaltra  et  lassale  stare  in  questo 
modo  dentro  per  spatio  de  doi  dj  da  poi  le  tira  fora  et  lassa  le 
bene  scolare  per  spatio  de  mezo  giomo  et  la  sera  le  remecte 
in  nela  dicta  aqua  et  lassacele  stare  dentro  3  dj  et  mistale  bene 
et  in  capo  de  tre  altre  di  fate  purre  a  questo  modo  et  remetile 
purre  de  dentro  et  lassale  stare  per  spatio  de  sei  di  in  tucto 
et  questi  altre  doi  di  desopra  et  questo  se  fa  perche  el  pelo  se 
ferma  meglio  de  poi  le  tra  fora  de  la  dicta  concia  et  poUe 
asciugare  alombra  per  spatio  duna  nocte  poi  le  pone  ordinata- 
mente  luna  sopra  alaltra  in  tabole  o  assci  da  scamare  et  poi 
scama  oommo  te  pare  et  scamate  che  sonno  scrullatile  bene 
poi  toUi  alumj  de  rocho  che  sia  in  peze  et  non  in  polvere  che  e 
melglio  et  mecti  per  xij  pelle  de  lupo  o  de  cervo  o  similj  a 
queste  xij  libre  dalume  de  rocho  che  omne  pelle  ne  venga  ad 
bavere  una  libra  e  24  petitti  daqua  che  vengano  doi  petitti  per 
pelle  et  lassa  ben  disfare  lo  alumj  al  foco  in  questa  aqua  et  & 
che  laqua  non  bolle  cum  lo  alumj  poi  ce  mecte  dentro  quatro 
libre  de  sale  et  commo  e  bene  disfacto  lassa  tanto  refredare 
laqua  che  advenga  tepida  poi  mecte  in  comfetione  le  dicte  pelle 
et  per  omne  pelle  li  da  imo  petitto  de  la  dicta  aqua  cum  lo 
dicto  alumj  et  sale  et  menandole  bene  per  mano  in  nella  dicta 
aqua  tepida  per  spatio  de  uno  miserere  extirandole  et  ma- 
negiandole  ad  una  ad  una  bene  sucte  sopra  ne  la  dicta  aqua 
poi  la  goluppa  et  pon  le  cum  la  dicta  confetione  et  ponile  da 
parte  et  cosi  fa  actuctj  lavanzo  de  le  pelle  et  lavanzo  de  laqua 
che  te  remane  o  vero  confetione  gietaia  sopra  ale  dicte  pelle 
et  fa  che  le  pelle  siew  atese  in  la  tina  luna  sopra  alaltra  et 
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in  the  tepid  water  for  the  space  of  one  miserere,  stretching  and 
turning  them  about  well  one  by  one  in  the  water.  Then  roll 
the  skin  up,  and  put  it  in  the  composition,  and  lay  it  aside ;  do 
the  same  to  all  the  rest  of  the  skins,  and  pour  the  remainder 
of  the  water  or  composition  upon  the  skins,  and  let  the  skins  be 
stretched  out  in  the  tub  one  upon  another  and  so  let  them  re- 
main for  the  space  of  a  day  and  a  night,  and  know  that  if  the 
skins  are  small,  such  as  kidskins,  two  skins  require  but  1  lb.  of 
alum.  Then  take  them  out,  and  let  them  drain  for  the  space 
of  half  a  day,  and  collect  what  runs  off  them,  together  with  the 
other  water  that  was  left  from  the  skins,  and  set  it  aside.  And 
then,  in  order  perfectly  to  clean  the  skins,  take  com  flour,  (but 
barley  flour  is  the  best,)  that  has  been  bolted,  that  is  to  say, 
as  much  flour  as  you  may  think  sufiicient,  and  wet  it  with  the 
alum  water  which  you  reserved,  and  let  the  flour  be  mixed  up 
well  with  the  water  like  paste  for  making  fritters.  Then  put 
into  this  paste  16  eggs,  as  well  the  shell  as  the  white  and  yolk, 
with  a  glass  of  oil,  rather  less  than  more,  and  mix  them  up 
well  together.  Let  the  water  be  rather  warm  before  you  add 
these  ingredients,  and  mix  the  whole  well  together.  Then  take 
the  skins  one  by  one,  and  fold  them  in  the  middle,  that  is,  so 
that  the  hair  may  come  on  the  inner  side,  and  not  be  soiled  by 
the  preparation.  Then  put  the  skins  one  by  one  into  the  pre- 
paration or  mixture,  which  must  be  tolerably  liquid,  and  let 
them  be  thoroughly  wetted  by  the  mixture  ;  then  pile  them  one 
upon  another,  and  if  you  have  any  of  the  mixture  remaining, 
throw  it  upon  the  skins.  Let  them  remain  for  a  day  and  a 
night,  and  then  take  them  out,  and  put  them  to  dry  in  the  sun, 
or,  which  is  still  better,  in  the  shade,  and  take  good  care  not  to 
stretch  them  in  the  least  until  they  are  dry ;  and  when  they  are 
dry  rub  them  down  well  upon  a  sharp  piece  of  wood  made 
expressly  for  this  purpose,  in  order  that  the  flour  may  fall  off. 
Tlien  cut  off  the  flesh  with  a  very  sharp  knife,  and  scrape  them 
with  an  osier  wand,  and  afterwards  rub  them  well  with  the  hand, 
that  they  may  become  soft.  And  know  that  this  preparation  is 
better  in  April  and  May,  and  also  in  September  and  October* 
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lassale  stare  dentro  per  epatio  duno  di  et  duna  nocte  et  sappi 
che  se  sonno  pelle  piooUinj  commo  e  pelle  de  capretto  le  doi 
pelle  Yogliano  una  libra  de  alumj  et  de  poi  tirale  fora  et  lassale 
scolare  per  spatio  de  ^  di  poi  recoglie  la  dicta  seolatura  cum 
questa  altra  aqua  che  ce  advanzata  dele  pelle  et  ripolla  da 
parte.  Et  poi  per  affinare  perfectamente  le  dicte  pelle  toUj 
farina  de  grano  ma  e  meglio  de  orzo  che  sia  afiorata  cioe  quella 
farina  che  te  pare  che  sia  bastevile  et  stemperala  cum  laqua 
de  lo  alumj  che  reservasti  da  parte  et  sia  bene  misticata  la  dicta 
£gtrina  cum  la  dicta  aqua  ad  modo  duna  pasta  da  fritelle  et  poi 
in  questa  pasta  ce  mecte  16  ova  cum  le  coze  et  cum  tucti 
chiare  et  vintellj  et  rompili  bene  insiemj  et  metice  uno  bichiere 
dolio  o  manco  che  piu  et  mistica  bene  insiemj  poi  fa  che  la  dicta 
aqua  sia  uno  poco  calda  prima  che  tu  ce  mecte  le  dicte  cose  et 
mistica  omne  cosa  bene  insiemj  poi  toUi  le  dicte  pelle  aduna 
aduna  et  indopiale  per  mezo  cioe  che  lo  pelo  venga  per  de 
dentro  et  el  camazo  sia  de  fora  et  acio  che  el  pelo  non  se  habia 
troppo  ad  imbrutarse  per  la  dicta  concia  et  metile  in  la  dicta 
concia  o  vero  pinta  et  sia  competentemente  liquida  et  mecti 
dentro  le  pelle  ad  una  ad  una  et  fa  che  sieno  bene  impastate 
da  la  dicta  pinta  et  pone  luna  sopra  alaltra  et  se  te  avanza  de 
la  dicta  pinta  gietala  sopra  ale  dicte  pelle  et  lassale  stare  per 
spatio  de  uno  di  et  una  nocte  poi  tirale  fore  et  poUe  asciugare 
al  sole  o  a  lombra  che  e  melglio  et  guarda  bene  che  non  le 
stirassce  per  yeruno  modo  per  infino  che  non  sonno  sciuche  et 
quando  seranno  sciuche  sfregale  bene  sopra  ad  una  stecha  de 
meroUo  bene  tagliente  facto  a  quello  mistiero  acio  che  la  farina 
se  ne  cagia  tucta  poi  le  scarna  cum  lo  cortello  bene  tagliente  et 
scruttale  bene  cum  una  vengastra  poi  le  remena  bene  cum 
mano  acio  che  diyentano  morbide.  Et  sappi  che  questa  concia  e 
meglio  daprile  et  de  magiache  in  tutto  lanno  et  anco  de  setem- 
bre  et  de  octobre.  Et  sappi  che  per  le  pelle  pioole  commo 
sonno  dagnelli  o  de  volpe  se  yogliano  conciare  cum  la  mestra 
dele  grande  cum  tucti  li  modi  sopradicti.  Et  sappi  che  la 
concia  de  pelle  senza  pelo  se  yole  tenere  tucti  li  modi  sopradicti 
salvo  che  vogliano  essere  pellate  le  dicte  pelle  in  calcina  et  poi 
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than  all  the  rest  of  the  year.  Know  also  that  the  small  skins, 
such  as  foxskins  and  lambskins,  must  be  prepared  with  the 
maestra  for  the  large  skins,  with  all  the  before-mentioned 
operations.  And  in  the  preparation  of  skins  without  the  hair, 
the  above  directions  must  all  be  obserred,  except  that  the  hairs 
must  be  taken  off  with  lime,  and  then  the  preparation  must  be 
applied  in  the  same  manner  as  for  those  with  the  hair,  except 
that  they  must  be  rubbed  much  more  with  the  hand,  to  give 
them  a  finer  surface. 

342.  The  preparation  of  a  skin, — Take  of  roche  alum  in 
powder  2  oz.,  and  2  eggs  well  beaten,  a  good  handftil  of  flour, 
as  much  salt  as  is  sufficient  to  salt  down  a  pound  of  flesh,  as  much 
oil  as  would  warm  a  dish  of  soup,  and  a  large  foglietta  of  warm 
water.  Put  into  the  water,  first  the  alum  in  fine  powder,  then 
the  flour,  and  then  the  salt,  and  mix  tliese  ingredients  ;  then 
add  the  eggs  and  the  oil,  and  stir  the  whole  together  while  the 
water  is  hot,  put  in  the  skin  from  which  the  hairs  have  been  re* 
moved,  and  stir  and  manipulate  it  well,  taking  it  out,  and  putting 
it  back  into  the  water ;  then  let  it  stand  for  a  night  or  for  4 
hours  at  the  least.  Take  it  out  without  stretching  it,  and  you 
may  then  dry  it,  and  beat  it  well  with  the  hammer ;  afterwards 
rub  it  down  on  both  sides  with  pumice  stone  and  it  is  done. 

343.  To  make  chamois^leather, — Take  skins  that  have  had 
the  hair  taken  off  by  lime,  and  wash  them  well  in  water ;  then 
take  warm  water,  and  put  into  it  5  oz.  of  roche  alum  to  each 
skin,  and  an  equal  quantity  of  dough  made  with  wheaten  flour, 
and  make  a  sort  of  gruel,  into  which  put  the  skins,  and  then 
stir  them  about  for  a  considerable  time  with  your  hands.  Let 
them  stand  for  a  night,  then  take  them  out  and  dry  them  in  the 
shade,  and  press  them. 

344.  To  make  chamots^leather^  dressed  on  both  sides. — Take 
a  round  piece  of  wood,  as  thick  as  the  thigh,  and  as  long  as  a 
man  is  high,  and  place  it  up  against  the  wall  as  the  fellmongers 
do.  And  if  you  wish  to  prepare  a  kidskin  quickly  in  one  day, 
take  the  skin,  which  must  be  fresh,  and  lay  it  upon  this  piece 
of  wood,  and  with  the  blade  of  a  knife  take  off  the  hair  and  the 
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li  da  la  concia  ordinatamente  commo  quelle  dal  pelo  ma  vog- 
liano  essere  piu  remenate  aasa  cum  mano  perche  levano  piu 
bella  grana. 


342.  Concia  per  una  pelle. — Havve  alume  de  rocho  in  pol- 
Tere  once  2>  doi  ova  bene  dibatutj  poi  toUj  imo  bono  pugno  de 
farina  cio  e  el  fiore  et  tanto  sale  quanto  bastasse  per  insalare 
una  libra  de  carne  et  tanto  olio  quanto  condisse  una  menestra 
et  una  bona  fogUecta  daqua  calda  et  mecti  in  la  dicta  aqua 
prima  lo  alumj  bene  subtili  poi  la  farina  et  poi  el  sale  et 
miscola  bene  poi  mectice  li  ova  et  lolio  et  mista  bene  et  quando 
laqua  e  calda  mecti  dentro  la  pelle  depilata  et  manegiala  bene 
et  strocila  bene  traendola  et  remitendola  in  la  dicta  aqua  calda 
poi  premila  et  remenela  in  la  dicta  aqua  calda  poi  lassala  stare 
per  una  nocte  o  4  bore  almancho  poi  la  tra  fora  senza  astirarla 
et  poUa  asciugare  et  remenala  bene  a  la  stroppa  poi  la  pumicia 
da  luno  lato  et  laltro  e  de  facto. 

343.  Ad  camumum  faciendum. — Summe  pellas  depilatas  in 
calce  et  sint  bene  lotas  in  aqua  demum  habeas  calidam  aquam 
et  in  ea  pone  pro  qualibet  pelle  oncias  5  aluminis  rochi  et  tan- 
tumdem  de  pasta  levata  cum  farina  de  frumento  et  fac  ut  fari- 
natam  et  intromicte  pellas  et  dehinc  inde  diu  manibus  misce  et 
permicte  per  unam  noctem  deinde  exthrae  et  sicha  ad  hum- 
briam  et  remena  ad  torquam. 

344.  A  fare  camoscio  cum  nervo  o  senza  nervo  doe  scamosciato 
da  omne  parte. — ToUi  uno  lingno  retondo  et  grosso  quanto  la 
cossa  et  longo  quanto  Ihomo  et  al  muro  appoggialo  commo 
fanno  li  conciatore  de  corrame.  £t  se  volesci  fare  una  pelle 
de  capretto  subtitamente  in  uno  dj  toilj  la  pelle  che  sia  frescha 
et  poUa  insuso  questo  ligno  et  cum  una  costa  de  cortello  per 
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scarf-skin.  And  if  it  is  a  large  skin,  let  it  remain  in  lime  as 
the  fellmongers  do  when  they  wish  to  make  leather  of  it,  and 
then  rest  it  upon  the  before-mentioned  beam,  and  with  the 
knife-blade  take  off  the  sinews,  and  wash  the  lime  well  off. 
Then  take  3  fogliette  of  water,  into  which  put  i  oz.  of  roche 
alun)  and  half  a  handful  of  common  salt,  set  tlie  water  over  the 
fire  in  order  to  dissolve  these  ingredients.  Then  add  a  little 
oil,  and  remove  it  away  from  the  fire ;  and  while  the  water  is 
tepid,  add  to  it  an  egg  well  beaten  up,  and  mix  it  well  in  the 
water ;  then  dip  the  skin  into  it  3  or  4  times,  and  each  time  let 
it  dry  a  little,  and  the  last  time  let  it  dry  well,  and  then  beat 
it  with  the  wooden  hammer. 

345.  To  make  chamois-leather  without  fat. — Take  milk,  fine 
flour,  and  oil  washed  with  ley,  that  the  skins  may  not  be  soiled, 
mix  the  whole  together  with  hot  water,  and  put  the  skins  into 
this  water  for  three  days ;  then  turn  them  over  on  to  the  other 
side  for  3  days  more ;  afterwards  let  them  dry,  and  do  not 
stretch  them.     When  they  are  dry  beat  them  with  the  hammer. 

346.  To  make  good  chamois^leather. — ^Take  for  each  skin 
3  oz.  of  flour,  one  tumbler  of  milk,  1  oz.  of  butter,  and  a  little 
wheaten  bread,  and  wet  the  whole  well  together  with  a  little  ley, 
in  order  that  the  ingredients  may  be  well  incorporated ;  and  if 
it  is  not  sufficiently  wet,  add  to  it  nothing  but  clear  ley,  and  let 
it  remain  for  5  natural  days,  and  then  put  it  to  dry,  and  beat  it 
with  the  hammer. 

347.  To  make  chamois-leather  quickly. — Take  1  oz.  of  white 
soap  and  distemper  it  with  ley,  and  then  put  the  skins  into  the 
ley  for  the  space  of  4  days ;  then  dry  them,  and  stretch  them 
on  a  stick,  and  they  will  be  white  and  soft. 

348.  To  make  chamois-leather  as  white  and  soft  as  silk. — 
Melt  pork-fat  in  a  pipkin,  and  then  take  warm  water,  and  wet 
up  flour  with  it,  and  add  to  it  the  pork-fat,  and  mix  all  well 
together ;  then  take  another  pan,  and  spread  out  the  skins  in  it, 
and  take  a  bocale  of  milk,  and  pour  it  upon  the  skins,  and 
then  put  in  the  above-mentioned  preparation,  and  let  the  skins 
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forza  de  braccio  li  leva  via  el  pelo  et  lo  nervo.  £t  se  fbise 
una  pelle  grande  falla  stare  in  calcma  commo  fanno  li  conda- 
tore  qimndo  le  voglano  conciare  per  corame  et  poi  lapoggia  al 
dicto  ligno  et  per  forza  de  la  coBta  li  leva  lo  nervo  poi  la  lava 
bene  da  la  calcina  poi  toUj  3  fogliecte  daqua  et  in  la  dicta  aqua 
ce  pone  una  oncia  e  meza  dalume  de  rocho  et  mezo  pugno  de 
sale  comuno  et  mecti  laqua  al  foco  che  se  disfaccia  le  dicte 
cose  et  poi  ce  pone  uno  poco  dolio  et  levalo  dal  foco  et  quando 
e  tepida  laqua  et  tu  ce  pone  uno  oyo  bene  dibatuto  bene  et 
mistalo  bene  in  la  dicta  aqua  poi  ce  mectj  la  pelle  4  o  5  volte  et 
da  una  volta  a  laltra  lassala  uno  poco  sciugare  et  lultima  volta 
lassala  bene  sciugare  poi  la  mecte  alo  lavello  o  ala  stroppa  e 
de  facto. 

345.  A  fare  camosscio  senza  ffrasso, — Ahvve  lacte  fior  de 
£aiina  et  olio  lavato  cum  rauno  da  capo  acio  le  pelle  non  ven- 
gano  machiate  et  mista  omne  cosa  inidemj  cum  aqua  calda  et 
mecte  le  pelle  in  la  dicta  aqua  per  3  dj  poi  le  revolgc^  da  laltro 
lato  per  3  altre  dj  poi  le  pone  asciugare  et  non  le  stirare  et 
quando  sonno  sciuche  et  tu  li  da  la  stecba  et  stroppa. 

346.  A  fare  camoscio  bono. — Piglia  per  cescuna  pelle  once  3 
de  fiore  de  farina  el;  uno  bichiero  de  lacte  et  una  oncia  de 
butiro  et  uno  poco  de  pane  de  formento  et  distempera  omne 
cosa  indemj  cum  uno  poco  de  ranno  da  capo  molto  bene  acio 
che  le  dicte  cose  se  iucorporano  insiemj  et  se  fusse  poca  concia 
non  ce  agiongiare  se  non  de  lo  ranno  chiaro  et  lassa  stare  per 
5  di  naturali  poi  lo  pone  a  sciutare  et  dallj  la  stroppa. 

347.  A  fare  camoscio  brevimente. — Recipe  oncia  j.  de  sapone 
bianco  et  stemperalo  cum  lo  ranno  poi  mecte  le  pelle  in  lo  dicto 
ranno  per  spatio  di  quattro  dj  et  poi  le  pone  a  sciutare  poi.le 
stira  ala  stecca  et  seranno  bianche  et  morbide. 

348.  A  fare  camoscio  die  sia  bianco  et  morbido  commo  una 
seta. — ^Tolli  grasscia  de  porco  et  strugila  in  uno  pignatto  poi 
tolli  aqua  calda  et  distemperala  cum  farina  poi  ce  mectj  la 
dicta  grasscia  et  mista  bene  insiemj  poi  tolli  uno  altro  vaso  et 
stendice  le  pelle  poi  toUj  uno  bocale  de  lacte  et  mectj  sopra  ale 
dicte  pelle  poi  mecti  la  dicta  concia  et  fa  che  le  pelle  sieno 
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be  well  covered  by  it,  and  let  them  remain  there  for  5  daya, 
and  they  will  be  white  and  soft. 

349.  To  make  cham(ns4eather  which  will  always  remain  soft. 
— ^Take  milk,  barley  meal,  and  oil,  washed  with  ley  to  soften 
the  skins,  and  mix  it  all  together  with  warm  water ;  then  dip 
the  skins  in  the  mixture  several  times,  and  let  them  nearly  dry 
each  time.  Afterwards  leave  them  to  dry  in  the  shade,  and 
beat  them  with  the  hammer. 

350.  To  make  chamois^eather  water-jn^oo/.^—Take  for  each 
skin  4  eggs,  and  a  good  quantity,  that  is,  a  good  glassfbl 
of  milk  for  each  skin,  and  a  little  oil ;  beat  it  all  up  well  toge- 
ther, then  let  the  skins  soak  in  the  mixture  for  7  days,  and 
turn  them  over  once  a  day.  Let  them  dry,  and  beat  them  with 
the  hammer. 

351.  To  make  chamois-leather. — Take  the  skins  and  soak 
them  in  water  for  5  or  6  days,  and  then  in  warm  water  for  one 
night ;  then  remove  them  from  the  water,  and  take  off  the  hair 
with  a  horse's  rib,  and  sprinkle  them  well  with  clear  water 
and  let  them  draiti  a  little.  Next  take  roche  alum  in  fine  powder, 
and  2  eggs  to  each  skin,  and  flour  well  bolted,  with  a  little 
wheat,  and  mix  all  these  ingredients  well  with  hot  water,  like 
paste  for  fritters,  and  then  put  the  skins  into  the  mixture  for  3 
days.  Then  take  them  out,  and  let  them  nearly  dry ;  then 
mix  some  brass  well  with  warm  water,  into  which  put  the  skins 
for  3  days  more.  Then  dry  them  well  without  stretching  them, 
and  beat  them  with  the  hammer,  and  they  are  done. 

352.  To  make  chamois-leather  from  parchment. — Take  parch- 
ment and  anoint  it  with  olive  oil,  and  rub  it  well  with  your 
hands,  and  afterwards  mix  soap  with  warm  caustic  ley,  and  dip 
the  parchment  in  it,  and  rub  it  well  in  your  hands  until  it  is 
finished,  and  then  press  it. 

353.  To  make  chamois-leather  from  parchment. — Take  the 
parchment  and  soak  it  in  water  for  3  natural  days,  then  take 
it  out  and  let  it  half  dry,  and  do  not  stretch  it  at  all.  Then 
soak  it  in  a  pan  of  warm  water,  with  a  handful  of  bran  in  it, 
mix  all  well  together,  and  let  the  mixture  stand  so  for  2  days  ; 
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bene  coperte  da  la  concia  et  lassa  stare  per  5  di  et  senmno 
bianche  et  morbide. 

349.  A  fare  coTnosdo  ^che  arestia  morbido  sempre  maij. — 
Ahwe  lacte  farina  dorzo  olio  lavato  cam  lo  ranno  acio  le  pelle 
pigliano  la  morbideza  et  mista  omne  coBa  insiemj  cum  aqua 
tepida  poi  ce  pone  le  pelle  piu  volte  et  lassandole  apresso  che 
sciucare  da  una  volta  a  laltra  poi  le  pone  asciutare  alombra  et 
dallj  la  stroppa. 

350.  A  fare  camoscio  che  arestia  afaj'Ma.— ToUi  4  ova  per 
pelle  et  lacte  assa  cioe  uno  bono  bichier  per  pelle  et  uno  poco 
dolio  molto  bene  menato  insiemj  et  poi  ce  mectj  le  pelle  a 
moUe  per  spatio  de  7  di  et  omne  di  le  remena  subtusopra  una 
volta  et  poUe  a  seccare  et  dalli  la  stcccha, 

351.  A  scamosdare  le  pelle, — Hawe  le  pelle  et  mettile  a 
moUo  in  laqua  per  5  o  6  dj  poi  le  pone  a  molle  in  laqua  tepida 
per  una  nocte  poi  le  leva  via  dala  dicta  aqua  et  levalj  via  el 
pelo  per  forza  duna  costa  de  cavallo  poi  le  sciaqua  cum  aqua 
cbiara  multo  bene  et  poi  le  pone  a  scollare  uno  poco  poi  toUj 
alum]  de  rocho  et  sia  bene  subtile  et  doi  ova  per  pelle  et  farina 
bene'sUcdM.  c^  »..  ^  d.  f,™e«<,  e.  liLe  M.»j 
cum  aqua  calda  ad  modo  de  pasta  da  fritellj  et  poi  ce  mecte  le 
dicte  pelle  per  spalio  de  3  di  poi  le  tira  fora  et  lassale  quasi 
sciutare  poi  toUi  remola  et  mistala  cum  aqua  calda  bene  poi  ce 
pone  le  dicte  pelle  per  3  altri  di  poi  le  sciuta  bene  senza  astir- 
arli  et  dalli  la  steccha  e  de  facta. 

352.  Ad  camusHum  de  carta  caprina  faciendum, — Accipc 
cartam  pecudis  et  earn  unge  oleo  comuni  et  due  cartam  inter 
manus  fbrtiter  postea  distempera  saponem  cum  liscivo  capitis 
tepido  et  intromicte  dictam  cartam  et  multum  due  manibus 
quousque  perficitur  et  etiam  due  ad  torquam  sive  steccam. 

353.  Affare  camoscio  de  carta  pecorina. — Hawe  la  carta  et 
mettila  a  molle  nellaqua  per  3  di  naturali  poi  tirala  fora  et 
lassala  quasi  sciugare  }>er  mita  et  non  la  stirare  de  niente  poi 
la  pone  a  molle  nellaqua  tepida  in  uno  vaso  et  mistace  cum 
quella  aqua  tepida  una  pugnata  de  remola  et  mista  bene  omne 
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then  take  it  out  and  wash  it  in  2  or  6  waters,  or  until  it  is 
washed  enough,  and  squeeze  it  well.  Then  take  a  vase,  and 
fill  it  more  than  half  full  with  water,  and  add  to  it  as  much 
alum  as  you  think  necessary,  according  to  the  quantity  you 
wish  to  make,  and  one  or  two  eggs  beaten  up ;  and  do  it  all  in 
order :  first  putting  the  water  into  a  pipkin,  and  heating  it  over 
the  fire  ;  then  adding  the  alum,  and  when  the  alum  is  dissolved 
let  it  cool  until  it  is  tepid,  and  then  put  it  into  a  clean  shell, 
adding  to  it  a  little  wheat  flour  and  an  egg  or  two,  and  mix 
the  alum- water  well  with  the  other  ingredients ;  then  put  the 
said  parchment  into  it,  and  stir  it  well  in  the  liquor.  Then  let 
it  remain  for  3  days,  and  let  the  said  parchment  be  well  co- 
yered  with  the  preparation,  and  keep  it  free  from  dust  or  other 
dirt  Then  take  out  the  parchment  and  squeeze  it  well,  and 
repeat  the  process ;  then  put  it  to  dry  in  the  shade,  but  do  not 
stretch  it  at  all,  and  then  beat  it  with  the  hammer,  and  it  is 
done. 

354.  To  make  chamois  leather  with  sheep  or  kidskin  parch- 
ment that  has  been  written  on. — ^Take  the  parchment  that  has 
been  written  on,  and  soak  it  in  a  pan  of  water,  so  as  to  be  well 
covered.  Next  take  a  piece  or  two  of  quicklime,  according  to 
the  quantity  of  the  parchment,  and  put  it  into  the  water  and  let  it 
dissolve  and  remain  in  it  one  natural  day,  and  then  rub  it  well 
with  the  water,  using  your  hand  for  this  purpose,  or  rub  down 
the  written  side  witii  a  piece  of  hard  quicklime,  and  when  tiie 
letters  have  disappeared  put  tiiem  into  the  liquor  previously, 
directed  for  preparing  parchment  tiiat  has  not  been  written  on. 

355.  To  make  excellent  chamois  leather. — ^Take  the  skin  from 
which  the  flesh  has  been  stripped  inside  and  outside,  and  then 
daub  it  all  over  with  flour  and  water  mixed  like  paste  for  wafers, 
and  let  it  remain  some  days,  that  is,  for  three  days  or  more  ; 
then  wash  it  well,  and  put  it  into  a  pan ;  then  take  a  new  glazed 
pipkin,  fill  it  with  water,  and  put  it  over  the  fire,  that  is,  put 
for  each  skin  one  metadella  of  water,  and  one  ounce  and  a-half 
of  roche  alum.  Let  the  alum  dissolve  in  the  pipkin^  then  put 
an  equal  quantity  of  common  salt,  and  when  they  are  well  dis- 
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cosa  insiemj  et  lassa  cusci  stare  per  doi  dj  poi  la  tira  fora  et 
lavala  a  doi  o  6  aque  o  tanto  che  sia  ben  lavata  et  spremuta 
poi  toll]  uno  vaso  et  fallo  piu  che  mezo  daqna  poi  ce  pone  tanta 
alumj  quanto  tu  credi  che  sia  bastevile  secondo  la  quantita  che 
tu  Toli  fare  et  uno  ovo  o  doi  dibatuto  e  falla  ordinatamente  in 
prima  mecte  laqua  in  una  pignatta  et  falla  scaldare  al  foco  poi 
mete  dentro  lo  alumj  et  quando  lo  alumj  sera  disfatto  bene  et 
tu  la  lassa  taiito  fredare  che  sia  tepida  poi  la  mecte  in  una 
concha  necta  poi  li  mecte  uno  poco  de  formento  di  smolglio  et 
uno  ovo  o  doi  et  mista  bene  la  dicta  aqua  alumata  cum  le  dicte 
cose  poi  ce  mecte  dentro  la  carta  sopradicta  et  remenala  bene 
in  la  dicta  decotione  et  poi  lassa  stare  per  3  dj  et  fache  la  dicta 
carta  stia  ben  coperta  da  la  dicta  concia  et  stia  in  loco  che  non 
yi  vada  polvere  ne  altra  brutura  poi  cava  fora  la  dicta  carta  et 
spremila  bene  poi  fact]  da  capo  et  remenala  bene  intra  le  mano 
et  poi  la  pone  a  sciutare  alombra  et  non  la  stirare  per  viruno 
canto  et  poi  li  da  la  stecca  e  fatta. 

354.  Affare  camosscio  de  carte  pecorine  scrtpte  o  de  carte  de 
capretti  scrtpte. — ToUi  le  carte  scripte  et  metile  amolle  in  acqua 
in  uno  vaso  tanto  che  siano  bene  coperte  poi  tollj  una  petra  de 
calcina  riya  o  doi  secondo  la  quantita  dele  carte  et  metila  in  la 
dicta  aqua  et  lassala  bene  sciogliare  et  stare  uno  di  naturali 
poi  le  sfrega  cum  la  dicta  aqua  et  cum  mano  o  vero  tu  le  sfirega 
cum  calcina  soda  disopra  ala  scriptura  et  poi  che  sonno  andate 
via  le  letere  meteraile  nella  concia  commo  e  dicto  disopra  de  la 
carta  caprina  non  scripta. 

355.  A  fare  camoscio  banissimo, — Pilglia  la  pelle  bene  scar- 
nata  dentro  et  de  fora  et  poi  la  creta  tucta  de  farina  cum  aqua 
ad  modo  de  pasta  da  fare  cialde  et  lassala  stare  alcunj  dj  cioe 
per  di  3  o  piu  poi  la  lava  bene  et  mectila  in  una  concha  poi 
habbj  una  pignata  nova  vitriata  et  impila  daqua  et  polla  al  foco 
cioe  mecti  uno  mezo  daqua  per  pelle  et  mectj  una  oncia  et  meza 
dalumj  de  rocho  per  pelle  poi  mectj  lo  dicto  alumj  a  disfare  in  la 
dicta  pignatta  et  poi  ce  pone  altratanto  sale  comuno  et  commo 
sonno  bene  disfacti  et  tu  leva  dal  foco  la  dicta  pignata  et  mecti 
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solved  remove  the  pipkin  from  tbe  fire,  and  pour  the  water  in 
which  the  alum  and  salt  were  dissolved  into  a  pan^  and  when  it 
«i8  just  tepid  add  for  each  skin  3  or  4  egg^  well  beaten.  Mix  them 
well  with  the  water,  to  which  add  a  little  flour  well  beaten  with 
the  other  ingredients,  and  a  little  oil,  less  than  the  fourth  part  of 
a  foglietta  to  eadi  skin,  and  mix  all  well  together ;  then  put  the 
skin  into  the  liquor  and  stir  them  well  in  the  preparation ;  let 
them  remain  in  it  covered  closely  {or  3  days.  Then  take  out 
the  skins,  and  squeeze  them  well  one  by  one,  and  then  rub  them 
in  your  hands  one  at  a  time  in  order,  and  put  them  to  dry  shel- 
tered from  sun,  wind,  or  smoke ;  then  beat  them  with  tiie  ham- 
mer. 

356.  To  mahs  a  preparation  for  chamois  leather^  good^  and 
true^  and  tried? — Take  dry  skins  well  seasoned  and  from  healthy 
beasts,  and  put  them  into  a  tank  of  water  to  soak  for  3  days^, 
and  then  wash  them  well  in  the  tank  from  all  dirt  that  may 
hang  about  them,  and  when  they  are  well  washed  throw  away 
the  water.  Then  take  fresh  quicklime,  and  put  it  into  the 
tank,  and  mix  it  well  with  water,  and  when  the  quicklime  13 
well  slaked  and  dissolved  so  that  it  is  very  thin  and  liquid,  put 
the  skins  into  it  one  by  one,  continually  stirring  the  lime  water, 
and  let  them  remain  in  soak  for  three  or  four  days,  more  or  less, 
according  to  the  state  of  the  skins,  and  until  the  hair  comes  well 
ofi.  Once  every  other  day,  or  every  day  at  the  most,  take  them 
out  of  the  lime  water,  and  hang  them  over  the  tank  for  an  hour  to 
drain ;  then  put  them  back  into  the  tank,  and  when  tbe  hair  comes 
well  ofl^,  lay  them  to  drain  well  in  a  trough  for  two  hours.  Then 
take  a  beam  supported  on  two  feet,  and  lay  the  skins  upon  it  in 
order,  one  upon  another,  and  then  take  a  crooked  stick  of  the 
shape  of  a  horse's  rib,  and  scrape  the  hair  with  the  stick  from 
each  skin,  and  when  the  hair  is  all  stripped  ofl^,  put  them  back 
to  soak  in  the  tank  containing  the  lime  and  water  for  16  or  20 
days,  and  every  other  day  stir  them  about  well  in  the  lime  water ; 
after  16  or  20  days  take  them  out,  and  carry  them  to  a  running 

^  This  recipe  is  distinguished  in  the  original  by  a  hand  drawn  in  the 
Tin. 
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laqua  alumata  et  salata  in  una  ooncba  et  oommo  la  dicta  aqua 
e  diyinuta  tepida  et  tu  ce  mectj  3.  o  4  ova  per  pelle  bene  diba- 
tutj  et  mifltalj  bene  cum  la  dicta  aqua  et  poi  li  mecte  uno  poco 
di  formento  dii^tcto  bene  cum  la  dicta  aqua  et  mective  uno  poco 
dolio  cioe  manco  cbe  el  quarto  duna  foglietta  per  pelle  et  mis- 
tica  bene  omne  cosa  insiemj  poi  ce  pone  le  pelle  et  menale  bene 
per  la  dicta  concia  et  lassa  stare  per  3  dj  le  dicte  pelle  bene 
coperte  dala  dicta  concia  et  passati  i  tre  dj  cava  fora  le  dicte 
peUe  et  spremilj  bene  ad  una  ad  una  poi  le  remena  per  mano 
ad  una  ad  una  ordinatamente  poi  le  pone  a  sciutare  in  loco  che 
non  habia  ne  sole  ne  vento  ne  fiime  et  ponele  ala  stroppa  o 
stecca. 

^  356.  A  fare  concia  in  camoscio  bona  et  vera  et  probata. — 
ToUi  le  pelle  stagionate  et  non  sieno  de  beetie  insane  et  sieno 
le  pelle  seche  et  metilj  in  uno  mastello  daqua  a  moUe  per  tre 
dj  poi  le  lava  molto  bene  in  lo  dicto  mastello  da  omne  immun- 
ditia  che  le  pelle  havessaro  et  commo  sonno  bene  lavate  gietta 
via  quella  lavatura  poi  tollj  calcina  nora  et  viva  polio  in  lo  dicto 
mastello  et  distempera  la  dicta  calcina  cum  aqua  molto  bene  et 
commo  la  calcina  e  ben  disfatta  et  disolta  et  che  ella  sia  ben 
brodosa  et  liquida  et  tu  ce  pone  dentro  le  dicte  pelle  ad  una  ad 
una  sempre  remenando  la  dicta  aqua  et  calcina  et  lassale  stare 
a  moUe  li  dentro  per  3  di  o  4  o  piu  o  meno  secundo  le  pelle  et 
per  infino  a  tanto  che  se  pelano  bene.  £t  omne  di  o  vero  omne 
doi  di  al  piu  le  cava  fora  una  volta  da  la  dicta  aqua  et  calcina 
et  poUe  sopra  alo  dicto  mastello  per  una  bora  a  scolare  poi  le 
ritoma  dentro  in  lo  mastello  commo  prima  et  commo  se  pelano 
bene  et  tu  le  pone  a  scolare  in  una  caviglia  molto  bene  per  doi 
bore  poi  habbi  uno  cavallecto  da  doi  pei  et  mettice  suso  le  dicte 
pelle  ordinatamente  luna  sopra  laltra  poi  tollj  una  bastone  re- 
tratto  in  forma  duna  costa  de  cavallo  et  mandato  giuso  el  pelo 
cum  lo  dicto  bastone  molto  bene  a  pelle  per  pelle  poi  che  sonno 
ben  pellate  remectile  a  moUe  in  lo  dicto  mastello  dove  te  rimase 
la  dicta  aqua  et  calcina  per  spatio  de  16  o  20  di  et  omne  capo 
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stream,  and  wash  them  and  squeeze  them  well,  to  remove  the 
lime  from  them.  And  when  they  are  well  washed  and  clean, 
throw  away  the  lime  and  water  from  the  tank,  wash  it  very- 
clean,  and  pour  into  it  as  much  lime  water  as  you  think  will 
just  soak  the  skins,  and  then  put  into  it  sufficient  bran  to  make 
the  warm  water  pretty  thick.  Put  the  skins,  when  well  washed, 
one  by  one  into  the  bran  and  water,  and  let  them  remain  so  for 
3  days;  then  take  them  out  and  wash  them  in  a  running 
stream  to  remove  the  bran,  and  afterwards  carry  the  skins 
well  washed  to  a  ladder  or  a  trough,  and  then  take  the  skins 
one  by  one  and  wring  and  squeeze  them  well  so  that  there  may 
not  remain  any  water  in  them,  and  the  better  they  are  squeezed 
and  pressed  the  whiter  they  will  become.  And  if  in  pressing 
the  skins  any  bladders  should  form,  prick  them  with  a  needle  in 
order  that  the  water  may  drain  out ;  and  when  the  skins  have 
well  drained,  and  have  been  all  squeezed  separately,  smooth 
the  skins  one  at  a  time  by  pressing  the  hand  all  over  them^  and 
lay  them  one  upon  another  well  stretched  at  the  neck,  at  the 
shoulders,  and  all  over  the  skin,  and  then  make  the  tank  very 
clean,  and  put  into  it  as  much  tepid  water  as  you  think  the 
skins  will  well  bear,  and  rather  more  than  less.  Then  take  an 
ounce  of  roche  alum  well  pounded,  and  an  equal  quantity  by 
weight  and  not  by  measure  of  pounded  salt,  and  ^  oz.  of  gum 
arable  well  pounded ;  put  the  powders  into  the  tank  with  the 
tepid  water,  and  mix  them  well  in  order  to  dissolve  them ;  then 
take  the  skins  one  by  one  well  stretched  out,  and  dip  them  into 
the  water  in  which  the  powders  are  dissolved,  pressing  them  and 
dipping  them,  and  stirring  them  well,  that  they  may  soak  up 
more  of  the  alum  water,  and  do  this  to  each  skin  separately,  and 
when  the  skins  are  well  stirred  and  soaked  put  them  to  drain 
for  an  hour,  and  let  the  drippings  fall  into  the  water  in  which 
the  skins  were  dipped.  Then  take  as  much  flour  as  you  think 
sufficient  for  the  skins,  and  wet  the  flour  with  the  drippings  of 
the  skins  which  you  reserved,  and  distemper  it  so  that  it  may 
be  like  paste  for  making  fritters.  Add  to  the  paste  an  ounce 
of  oil,  or  one  egg  for  each  skin,  and  know  that  when  you  mix 
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de  doi  di  le  remena  molto  bene  in  la  dicta  aqua  ealcinata  de  poi 
16  o  20  dj  et  tu  le  cava  fora  et  portale  alaqua  corrente  et  lavale 
et  spremile  molto  bene  acio  la  calcina  escha  fora.  £t  commo 
sonno  bene  lavate  et  nectj  toUi  lo  dicto  mastello  et  gietta  via 
quella  aqua  et  calcina  et  layalo  per  modo  che  sia  bene  necto  et 
mectice  tanta  aqua  tepida  cbiara  quanto  tu  crede  che  le  pelle 
possano  ben  stare  a  moUe  poi  ce  pone  dentro  tanto  de  remola 
grossa  che  la  dicta  aqua  tepida  yengna  uno  poco  spessa  poi  toUj 
le  dicte  pelle  ben  lavate  et  metile  dentro  in  la  dicta  aqua  re- 
molata  ad  una  ad  una  et  cosi  le  lassa  stare  per  3  di  poi  le  cava 
fora  et  lavale  molto  bene  alaqua  corrente  acio  tucta  la  remola 
vada  via  poi  porta  le  pelle  bene  lavate  ad  una  scala  o  vero  ad 
una  caviglia  poi  toUj  le  dicte  pelle  ad  una  ad  una  et  dallj  lo 
torcholo  et  premile  bene  che  non  ce  rimagna  niente  daqua  et 
quanto  seranno  meglio  spremute  et  atorcholate  tanto  piu  bianche 
viranno.  £t  se  in  lo  torcolare  le  pelle  facessaro  alcune  vesiche 
apuntale  et  forale  cum  uno  acho  acio  la  pelle  se  possa  bene  sco- 
lare  dalaqua  et  commo  le  pelle  sonno  bene  scolate  ad  una  ad 
una  et  bene  spremute  de  vantagio  stendile  cum  le  mano  per 
tnta  la  pelle  ad  una  ad  una  et  pone  luna  pelle  sopra  laltra  ben 
distesa  al  collo  a  le  branche  et  per  tucta  la  pelle  poi  toUj  lo  dicto 
mastello  bene  necto  cum  tanta  aqua  tepida  quanto  tu  poi  com- 
prehndare  che  le  dicte  pelle  possano  bene  ricevare  et  innanze 
piu  aqua  che  meno  poi  tollj  una  oncia  dalumj  de  rocho  bene 
pisto  cum  altretanto  de  sale  pisto  a  misura  et  non  a  peso  et 
meza  oncia  de  gomarabica  bene  pista  poi  pone  le  dicte  polvere 
in  lo  dicto  mastello  dove  e  la  dicta  aqua  tepida  et  remistale 
bene  aciose  disolvano  poi  tollj  le  dicte  pelle  ad  una  ad  una  bene 
stese  et  metile  in  la  dicta  aqua  tepida  dove  sonno  disolute  le  dicte 
polvere  spremendole  et  reimbeverandole  et  remenandole  bene 
ado  pigliano  meglio  quella  aqua  alumata  et  cusci  fa  a  pelle  per 
pelle  et  commo  le  pelle  sonno  ben  remenate  et  et  imbeverate  et 
tu  le  pone  a  scolare  per  una  hora  et  ricoglie  la  scolatura  sopra 
alaltra  aqua  che  te  remase  de  le  pelle  poi  tollj  &rina  afiorata 
tanta  quanta  te  pare  baste vilj  ale  pelle  et  distempera  la  dicta 
farina  cum  la  dicta  scolatura  dele  pelle  che  reservasti  et  dis- 

VOL.  II.  s 
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the  floor,  the  drainingg  must  be  tepid  and  not  hot  Mix  them 
well  together,  then  take  the  skins  one  by  one  and  pat  them  into 
the  paste  or  composition,  and  let  them  remain  for  three  natural 
days  at  the  most ;  then  take  the  skins  jnst  as  they  come,  widi- 
out  stretching  them  at  all,  and  put  them  to  dry  upon  a  string 
in  the  shade,  and  as  they  dry  you  must  stretch  them,  and  then 
beat  them  with  the  hammer,  and  rub  them  well  with  your  hand 
that  they  may  have  a  finer  surface,  and  the  work  is  done. 
And  know  that  each  kidskin,  and  skin  of  the  same  size,  requires 
the  alum  and  the  otlier  things  of  the  weight  above  given.  And 
if  the  skins  are  those  of  sheep,  or  goats,  or  such  like,  they  re- 
quire 3  oz.  of  alum  and  3  oz.  of  oil,  or  3  eggs  and  U  oz.  of 
gum  arabic  for  each  skin.     Follow  the  recipe  as  above  directed. 


357.  To  dye  silk  or  cloth  red, — Take  1  lb.  of  silk,  and  4  oz. 
of  soap,  and  put  them  into  a  cauldron  with  water,  and  let  it 
boil  until  you  see  the  silk  appear  starred.  Then  take  it  out, 
and  wash  it  well  in  clear  water  until  the  silk  becomes  white ; 
drain  it  well,  and  wring  it  with  your  hands,  and  then  spread  it 
out,  and  this  is  done  when  the  silk  is  not  boiled.  Then  take 
4  oz.  of  alum  in  another  small  vase  and  boil  it,  and  dissolve  it 
in  clear  water,  and  when  it  is  dissolved  take  another  larger 
vase,  and  fill  it  with  firesh  water,  and  put  the  alum  into  it,  and 
then  put  in  the  silk,  and  let  it  remain  3  days  and  3  nights, 
and  then  wash  it  and  stir  it  about  well  in  fresh  water,  wringing 
it  well  with  your  hand  until  the  alum  is  washed  out.  Then 
take  a  kettle  of  fresh  water,  and  3  oz.  of  powdered  verzino, 
and  let  it  boil  until  reduced  one  third ;  then  fill  it  up  with 
fresh  water,  and  boil  it  again  till  reduced  one  finger's  breadth. 
Then  take  it  ofi^  the  fire  and  divide  the  water  into  two  portions, 
and  into  one  of  these  put  the  silk  and  let  it  stand  till  it  is  cold. 
Then  wring  it  with  your  hand,  and  put  it  back  into  the  other 
vater  which  you  reserved,  and  let  it  be  as  hot  as  you  can  bear 
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temperala  per  modo  che  sia  commo  pasta  da  fare  Mtelli  poi  pone 
in  la  dicta  pasta  una  oncia  dolio  per  pelle  o  vero  uno  ovo  per 
pelle  et  sappi  che  quando  tu  distempere  la  dicta  farina  la  sco- 
latnra  vole  essere  tepida  et  non  calda  et  mistica  bene  insiemj 
poi  toll!  le  dicte  pelle  ad  una  ad  una  et  metile  in  la  dicta  pasta 
0  compositione  et  lassale  stare  per  3  di  naturalj  al  piu  poi  tolli 
le  pelle  commo  le  venghano  senze  extirarle  de  niente  et  polle  in 
su  una  corda  a  secare  alombra  et  commo  se  venghano  secando 
cusci  le  vienj  stirando  poi  le  pone  ala  steccha  et  remenale  bene 
per  mano  acio  levano  piu  bella  grana  et  diventano  piu  morbide 
e  de  facto. 

£t  sap{H  cfae  omne  pelle  de  capretto  o  similj  a  quelle  vogliano 
lo  alumj  et  laltre  eose  al  peso  dicto  de  sopra.  Et  se  fussaro 
pelle  de  castrone  o  capre  o  altre  simili  vogliano  3  once  de  alumj 
per  pdle  et  cusci  3  once  dolio  o  vero  3  ove  per  pelle  et  una 
oncia  et  ^  de  gomarabica  et  seguita  la  recepta  alo  sopradicto 
modo. 

357.  A  tengnare  sirico  o  drappo  rosscio. — Tolli  una  libra  de 
sirico  et  4  once  de  sapone  et  mectilo  in  uno  caldaro  cum  aqua  et 
holla  per  infino  che  vede  aparere  lo  sirico  ad  modo  de  stelluccie 
da  poi  trallo  fora  et  lavalo  ben  in  aqua  chiara  per  infino  che 
lo  sirico  sera  facto  bianco  et  scolalo  bene  et  torcilo  cum  mano 
dapoi  lo  stende.  Et  questo  se  fa  quando  lo  sirico  non  e  cocto. 
Ma  poi  tolli  oz.  4  dalumj  in  uno  altro  vaso  picolo  cum  la  boli- 
tione  et  strugilo  in  aqua  chiara  commo  e  structo  tollj  uno  altro 
vaso  magiore  et  impilo  de  aqua  chiara  et  mectj  dentaro  lo  dicto 
alumj  et  poi  ce  pone  lo  dicto  sirico  et  stia  li  dentro  tre  di  et 
tre  nocte  poi  lo  lava  et  rimenalo  bene  in  aqua  chiara  torcen- 
dolo  bene  cum  mano  tanto  che  quelle  alumj  escha  fora  poi  tollj 
uno  caldaro  cum  aqua  chiara  et  tolli  3  once  de  verzino  trito  et 
&II0  bollire  tanto  ehe  arentra  per  terzo  poi  reirape  lo  dicto 
vaso  daqua  chiara  et  holla  de  novo  tanto  che  calli  uno  deto  poi 
levalo  dal  foco  et  parte  per  mezo  la  dicta  aqua  de  verzino  et 
in  una  de  queste  parte  ce  pone  lo  dicto  sirico  et  lassa  stare  per 
infino  che  se  refreddj  de  pd  lo  torce  cum  mano  poi  lo  repone 
in  laltra  aqua  ehe  reservasti  et  sia  tanto  calda  che  tu  ce  possce 

s2 
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your  hand  in  it.  Then  drain  it  and  wring  it  well,  and  spread 
it  out  in  the  sun  and  it  will  be  fine. 

358.  To  dye  silk  or  thread  saffron  coloured  or  yellow. — Take 
1  lb.  of  silk  and' 4  oz.  of  soap,  and  boil  it  until  it  gives  the 
before-mentioned  sign  of  little  stars,  and  then  distemper  it  with 
4  oz.  of  alum  as  before  and  put  the  silk  into  it,  and  let  it  re- 
main in  soak  for  1  natural  day.  Then  draw  it  out,  and  do  not 
let  it  be  stirred  or  washed  in  the  water,  but  take  it  out  and 
dry  it  in  the  sun  so  as  not  to  crease  it.  Then  take  2  lbs.  of 
*'  herba  roccia,"  called  also  "  panicella,"  and  put  it  to  boil  in  a 
cauldron  until  it  is  well  boiled  and  prepared,  and  then  take  a 
vase,  and  put  fresh  water  into  it,  and  an  equal  quantity  of  the 
decoction  of  this  herb,  and  let  both  these  waters  be  so  hot  that 
you  can  but  just  bear  your  hand  in  them.  Then  put  in  the  silk 
and  let  it  soak  for  3  or  4  hours ;  then  wring  and  put  it  back 
two  or  three  times  into  the  decoction,  which  must  be  tolerably 
hot,  and  without  any  other  mixture,  and  then  spread  it  out  to 
dry. 

S59.  To  dye  silk  or  thread  puiyle. — Take  4  oz.  of  soap  and 
boil  [the  silk]  as  before  directed,  until  it  appears  starred,  and 
let  it  be  washed  in  clear  water,  and  then  be  spread  out ;  then 
take  a  vase  with  clear  water,  and  put  into  it  2  lbs.  of  oricelloto 
every  pound  of  silk,  if  the  oricello  is  good ;  if  the  oricello  is 
not  very  good,  put  3  lbs  of  it  into  a  cauldron  for  2  hours,  and 
let  the  fire  be  moderate ;  then  let  it  cool,  and  wring  it  well, 
and  put  it  into  a  very  clean  woollen  cloth  and  squeeze  it  well, 
and  let  it  remain  so  for  3  dayjs,  and  then  wash  it  well  in  clear 
water,  wring  it,  and  then  stretch  it  out  in  the  shade,  and  when 
at  is  dry  roll  it  up  in  a  white  linen  cloth  tolerably  tight. 

360.  To  dye  silk  or  thread  violet. — Take  2  or  3  lbs.  of  ori- 
cello^ and  divide  it  into  two  portions,  and  put  one  part  of  it 
into  water  to  boil  with  the  silk,  and  let  it  boil  for  an  hour ; 
then  draw  out  the  silk  and  stretch  it  out,  and  fold  it  up ;  after- 
wards put  the  other  half  of  the  oricello  to  boil  together  with 
the  former  portion  until  there  remains  but  a  very  little  water. 
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patere  la  mano  poi  lo  scola  et  torcilo  bene  et  stendilo  al  sole  et 
sera  bello. 

358.  A  tegnare  sirico  croceo  o  vero  giallo  o  refe. — Hawe  una 
Ubra  de  sirico  cum  4  once  de  sapone  et  bolla  tanto  che  facia  lo 
sopradicto  signale  de  stellucie  dapoi  distemperalo  cum  4  once 
dalumj  commo  e  dicio  desopra  et  mectj  dentro  lo  sirico  et  stia 
a  moUe  per  uno  dj  naturali  poi  tiralo  fora  et  non  sia  remenato 
nella  dicta  aqua  ne  lavato  ma  sia  tracto  fora  et  steso  al  sole 
per  modo  che  non  se  intriche  poi  tolli  doi  libre  de  herba  roccia 
cio  e  panicella  et  metila  a  bullire  in  caldaro  per  infino  che  sia 
ben  cotta  et  confectata  poi  tollj  uno  vaso  et  metice  aqua  chiara 
et  altretaDta  aqua  de  la  cocitura  de  la  dicta  herba  cotta  et 
tucti  doi  quelle  aque  siano  ben  calde  che  tu  ce  possce  patere 
la  mano  poi  mectj  dentro  lo  sirico  et  stia  a  molle  per  3  o  4  hore 
poi  lo  torce  poi  doi  o  3  altre  vole  mectj  lo  sirico  a  molle  in  la 
dicta  aqua  cotta  et  sia  ben  calda  senza  altra  mistura  poi  lo 
stende  a  sciutare. 

359.  A  tegnare  sirico  pavonazzo  o  refe. — Ahvve  once  4.  de 
sapone  et  cocilo  commo  e  di  sopra  dicto  che  apare  certe  stel- 
luccie  et  sia  lavato  in  aqua  chiara  et  poi  sia  steso  poi  tollj  uno 
yaso  cum  aqua  chiara  et  mectice  doi  libre  de  rogello  per  una 
libra  de  sirico  se  lo  rogello  e  buono  se  non  fasse  troppo  bono 
meticene  3  libre  et  fa  bene  bollire  cum  lo  sirico  in  uno  caldaro 
per  doi  hore  et  sia  lo  foco  temperato  et  poi  lo  pone  a  fredare 
et  poi  torcilo  bene  et  metilo  in  uno  panno  de  lanabene  necto  et 
stringilo  bene  et  cusci  lo  lassa  stare  per  3  dj  poi  lo  lava  bene  in 
aqua  chiara  et  torcilo  bene  et  poi  lo  stende  alombra  et  commo 
e  sciutto  metilo  in  uno  panno  de  lino  bianco  ordinatamente 
strecto. 

360.  A  tegnare  sirico  violato  o  refe, — Tolli  doi  o  3  libre  de 
rogello  et  partilo  per  mita  et  una  parte  sia  messo  in  aqua  a 
bullire  cum  lo  sirico  et  bolla  per  una  bora  poi  tira  fora  lo  si- 
rico et  sia  steso  et  revoltato  dapoi  sia  messo  laltra  mita  de  ro- 
gello a  bollire  insiemj  cum  lo  sopradicto  per  infino  che  aremangs^ 
uno  poco  daqua  poi  levalo  dal  foco  et  stia  lo  sirico  in  quella 
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Then  take  it  away  from  the  fire,  and  let  the  silk  remain  in  that 
water  to  cool  for  one  natural  day.  Then  wring  it  and  wash  it 
with  clear  water  and  let  it  dry  in  the  shade,  and  then  put  it 
into  a  linen  cloth  rolled  up  tolerably  tight  as  before. 

361.  To  dye  silk  and  thread  black, — Take  \  lb.  of  galls  well 
crushed,  and  boil  them  in  a  cauldron  with  water,  until  they  are 
well  boiled,  and  then  put  in  the  silk  to  boil  in  the  decoction 
of  galls  for  half  an  hour.  Then  take  it  out  and  let  it  dry 
in  the  sun  or  in  the  wind,  and  then  take  3  pitchers  of  shoe- 
maker's blacking,  and  1  pitcher  of  the  decoction  of  galls,  and 
two  petitti  of  dust  from  a  grindstone,  and  mix  the  whole  to- 
gether and  make  it  boil  for  an  hour.  Then  let  it  cool  and 
clear  very  well,  and  then  separate  that  clear  water  from  the 
lees  in  another  vase,  and  add  an  ounce  and  a  half  of  well 
pounded  vitriol  and  set  it  to  boil,  and  when  it  has  boiled  for 
the  fifth  part  of  an  hour,  add  to  it  half  a  glass  of  common 
oil,  and  then  put  in  the  silk  to  boil  for  half  an  hour.  Then  re- 
move it  from  the  fire  and  let  it  remain  so  for  a  day  and  a  half, 
and  then  take  it  out  and  wash  it  in  clear  water  and  wring  it 
well,  and  spread  it  out  in  the  sun,  and  this  dye  as  long  as  it 
lasts  is  good  for  dyeing.  And  know  that  the  silk  must  be 
always  boiled,  and  if  it  has  not  been  boiled  it  cannot  be  dyed  ; 
and  it  must  be  boiled  in  the  before-mentioned  manner  with 
soap.  And  the  silk  that  has  not  been  boiled  is  distinguished 
in  the  following  manner  from  the  silk  that  has  been  boiled. 
Put  the  silk  into  your  mouth  and  chew  it  a  little,  and  let  it  be 
wet  with  the  saliva,  then  rub  it  with  your  fingers ;  if  it  rustles 
while  it  is  wet  it  is  not  boiled. 

362.  To  dye  silk  or  thread  green. — First  make  the  silk 
yellow  with  "  panicella  "  as  was  before  directed  for  yellow  silk, 
and  then  take  1  lb.  of  silk  and  4  oz.  of  indigo,  and  put  it  into 
a  saucepan  with  a  little  water  to  boil  for  half  an  hour  or  less, 
and  then  take  it  away  from  the  fire,  and  cover  it  for  half  a  day 
with  a  cloth,  and  if  the  indigo  is  not  dissolved,  rub  it  up  with 
your  fingers  in  the  water,  and  let  it  clear  itself;  then  separate 
the  water  from  the  lees,  and  put  the  water  into  a  vase  that  is 
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poca  daqua  a  refredarae  per  uno  dj  natural]  poi  aia  torto  et 
layato  in  aqua  cbiara  et  polio  a  sciucare  alombra  poi  metilo  in 
uno  panno  de  lino  agullupato  competentemente  strecto  commo 
e  dicto  desopra. 

S61,  A  tegnare  sirico  neffro  o  refe. — Piglia  lb  i  de  galla 
bene  amachata  et  cocila  in  uno  caldaro  cum  aqua  cbe  sia  cocta 
bene  poi  mecte  dentro  lo  sirico  a  boUire  in  nella  dicta  aqua 
gallata  per  meza  bora  poi  lo  tira  fora  et  polio  a  sciutare  al 
sole  o  al  vento  poi  toUi  tre  brooche  de  tenta  da  calzolare  et  una 
broccba  de  quella  aqua  gallata  et  tolli  doi  petti  de  loto  de  rotta 
et  mista  omne  cosa  insiemj  et  fa  buUire  per  una  bora  poi 
lassala  refredare  et  multo  bene  rescbiarare  et  poi  sepera  questa 
aqua  cbiara  dale  fecce  in  uno  altro  vaso  et  in  questa  aqua 
cbiara  mecte  una  oncia  e  i^  de  vitriolo  ben  pisto  et  polio  a  bul- 
lire  et  commo  ba  bollito  per  uno  quinto  dbora  et  tu  ce  mectj 
mezo  bicbiero  dolio  comuno  poi  ce  mectj  lo  sirico  a  bullire  per 
meza  bora  poi  tollj  via  dal  foco  et  lassalo  cusi  stare  per  uno  di 
et  mezo  poi  tiralo  fora  et  lavalo  in  aqua  cbiara  et  torcilo  bene 
poi  lo  stende  al  sole  et  questa  tenta  dummentre  cbe  ella  dura 
e  bona  per  tegnare.  Et  sappi  cbe  lo  sirico  deye  essere  sempre 
cocto  et  se  non  fiisse  cocto  non  se  poria  tegnare  et  cocilo  in  lo 
modo  sopradicto  cum  lo  sapone  et  quando  lo  sirico  non  fusse 
cocto  se  cognosse  in  questa  forma  da  lo  sirico  cbe  e  cocto  se 
Yole  mectare  lo  sirico  alia  bocba  et  masticarlo  uno  poco  et  fa 
die  sia  bagnato  cum  la  saliva  et  da  poi  lo  sfrega  cum  li  deta 
et  se  quella  bagnata  stride  non  e  cocto. 


362.  A  tegnare  sirico  verde  o  refe. — Prima  fa  lo  sirico  giallo 
cum  panicella  commo  e  disopra  dicto  de  lo  sirico  giallo  poi 
tollj  una  libra  de  sirico  once  4  de  indico  et  metilo  in  uno  cal- 
dareto  cum  poca  aqua  a  bullire  per  meza  bora  o  manco  poi 
tola  dal  foco  et  coprila  per  mezo  di  cum  uno  panno  et  se  lin- 
dico  non  fusse  desfato  atritalo  cum  li  deta  in  la  dicta  aqua  et 
lassa  rescbiarare  poi  sepera  laqua  cbiara  dale  fece  poi  mete  la 
dicta  aqua  in  uno  vaso  cbe  sia  bono  da  tengiare  et  quando  tu 
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fit  for  dyeing.  And  when  you  wish  to  dye  it,  take  the  solution 
of  indigo  and  put  it  to  warm,  and  when  it  is  hot,  take  a  lump 
of  quicklime  as  big  as  an  egg,  and  half  a  pound  of  honey,  to 
every  pound  of  indigo.  Then  put  one -third  part  of  the  lime 
into  the  water,  and  when  it  is  hotter,  put  in  another  third  part, 
and  when  it  is  nearly  boiling,  add  what  remains,  and  then  re- 
move the  water  from  the  fire,  because  if  it  were  to  boil,  it 
would  boil  over  the  saucepan.  Then  pour  the  decoction  into  a 
vase,  and  let  it  be  well  covered  over  like  a  stew,  and  when  it 
is  cool  enough  to  bear  your  hand  in,  put  in  gently  the  yellow 
silk,  which  must  have  first  been  dipped  in  fresh  water  and  well 
wrung.  Then  put  it  into  the  solution  of  indigo,  and  warm  it 
gently,  and  if  it  is  but  slightly  coloured  put  it  back  again  into 
the  dye,  and  you  may  repeat  this  several  times  with  the  dye 
as  long  as  any  of  it  remains,  if  you  preserve  it ;  and  when  you 
wish  to  dye  anything,  put  in  fresh  indigo  and  honey,  but  not  in 
such  quantity  as  before. 

363.  To  dye  silk  a  dark  green. — Take  the  silk  dyed  with  a 
purple  or  violet  colour ;  and  when  you  have  taken  it  out,  dip  it 
in  alum,  and  then  dye  it  with  "  panicella,"  as  was  before  directed 
for  a  yellow  dye  ;  and  when  it  is  so  dyed,  you  will  do  as  before 
directed  for  a  green  colour,  and  you  will  have  a  dark  green. 

364.  To  dye  silk  or  thread  blue, — Take  the  silk  boiled  and 
washed  as  before  directed  for  boiling  silk  white  and  without 
alum,  put  it  into  the  indigo-dye,  and  you  will  have  a  fine  light 
blue. 

365.  To  dye  red. — Take  for  every  pound  of  thread  3  oz.  of 
roche  alum  well  ground,  and  put  the  alum  into  a  vase  with 
water  over  the  fire;  and  when  it  has  boiled  a  little,  put  the 
thread  into  it,  take  it  off  the  fire,  and  let  the  thread  remain 
soaking  in  it  until  it  is  cool.  Then  take  it  out  and  wash  it 
well  until  the  water  comes  off  clear ;  and  take  1  oz.  of  verzino 
in  powder,  either  scraped  or  rasped,  and  pour  water  upon  it, 
and  boil  it  for  an  hour  and  a  half.  Then  remove  it  away  from 
the  fire,  and  strain  it  through  a  linen  cloth ;  then  first  set  the 

'  ^ained  liquor  to  boil,  and  when  it  is  nearly  boiling  put  the 
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vole  tegnare  tollj  la  dicta  aqua  indicata  et  metila  a  scaldare 
havj  poi  che  e  calda  una  zuppa  commo  uno  ovo  de  calcina  viva 
et  meza  libra  de  mele  per  libra  de  indico  et  poi  mectj  in  la 
dicta  aqua  la  terza  parte  de  quella  calcina  et  quando  sera  piu 
calda  mectj  laltra  terza  parte  et  quando  sera  per  bollire  me- 
tice  laltra  vanza  et  alora  remove  la  dicta  aqua  dal  foco  perche 
se  boUisse  useiria  fora  del  caldaro  et  mectj  la  dicta  bullitione 
in  uno  yaso  et  stia  bene  coperta  ad  modo  duno  stufo  et  quando 
sera  tanto  fredda  che  tu  ce  possce  patere  la  mano  pianamentj 
mectice  lo  dicto  sirico  giallo  e  bagnato  in  nelaqua  chiara  prima 
et  bene  spremato  poi  lo  mete  in  la  dicta  aqua  indicata  et  calda 
pianamente  et  se  havesse  poco  collore  de  novo  lo  remectj  in  la 
dicta  tinta  et  cusi  poterai  fare  piu  fiate  cum  la  dicta  aqua  per 
infino  che  durara  se  tu  la  conserve  et  quando  tu  volesti  tegnare 
renova  la  calcina  et  lo  mele  et  non  in  tanta  quantita  quanto 
prima. 

363.  A  tegnare  lo  sirico  verde  scuro. — Ahvve  lo  sirico  tento 
in  collore  pavonazo  o  vero  violate  et  tracto  che  laj  fora  tingilo 
in  lo  alume  poi  lo  tegne  cum  la  panicella  commo  e  dicto  de 
sopra  in  lo  colore  giallo  et  cosci  tinto  farai  commo  e  dicto 
disopra  in  lo  colore  verde  et  haverai  verde  scuro. 

364.  A  tegnare  lo  sirico  in  turchino  o  refe, — Tolli  lo  sirico 
cocto  et  lavato  commo  e  dicto  desopra  dela  cocitura  de  lo  sirico 
cosci  bianco  et  cocto  senza  alume  commo  e  dicto  desopra 
mectilo  in  la  dicta  aqua  indicata  et  haveraj  hello  turchino. 

365.  A  tegnare  in  roscio. — Ha  we  per  omne  libra  de  refe  once 
3  de  alumj  de  rocho  bene  trito  et  mectj  lo  dicto  alume  in  uno 
vaso  cum  laqua  al  foco  et  commo  ha  buUito  uno  poco  et  tu  vi 
mectj  dentro  lo  refe  et  levalo  dal  foco  et  lassa  cusci  stare  lo 
refe  nel  bagno  fino  che  se  fredda  poi  lo  tira  fora  et  lavalo  bene 
per  infino  che  nesci  laqua  chiara  poi  tollj  once  j.  de  verzino  in 
polvere  o  raso  o  raspato  cum  la  raspa  et  metice  suso  de  laqua 
et  fsillo  bollire  per  una  hora  et  j^  poi  lo  leva  dal  foco  et  colalo 
cum  uno  panno  de  lino  poi  pone  la  dicta  collatura  a  bullire  et 
quando  sera  per  bollire  et  tu  ce  pone  lo  dicto  refe  et  lassalo 
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thread  into  it^  and  let  it  boil  for  an  hour,  and  then  take  ont 
the  thread  and  put  it  upon  a  stick  to  dry.  Next  add  to  the 
liquor  which  remains  one  glassful  of  very  strong  ley  for  each 
pound  of  thread,  and  stir  the  liquor  well,  in  order  for  it  to 
unite  with  the  ley,  and  then  return  the  thread  into  it  and  boil  it 
for  a  quarter  of  an  hour ;  afterwards  stretch  it  out  to  dry  in  the 
shade,  and  it  will  be  fine. 

366.  To  dye  thread  with  verzino. — Take  verzino,  and  boil  it 
in  water  as  long  as  you  think  sufficient,  and  then  take  the  thread 
and  gall  it  well ;  afterwards  wash  it  in  fresh  water,  and  then 
alum  it,  and  let  it  nearly  dry ;  warm  the  verzino,  and  dip  the 
thread  several  times  into  the  dye  to  colour  it,  and  dry  it  well 
in  the  shade. 

367.  To  dye  thread  red. — Take  some  madder  well  pounded, 
and  put  it  into  a  little  ley  made  from  vine  ashes,  and  let  it  boil, 
and  put  the  thread  to  boil  in  the  ley  for  some  time ;  then  remove 
it  from  the  fire,  and  let  it  dry ;  when  it  is  dry  alum  it,  and  then 
boil  it  in  a  little  verzino  well  boiled  with  water  and  ley  mixed 
together ;  then  dry  it  in  the  wind  without  sun,  and  it  will  be 
fine. 

368.  To  dye  silk  black. — Take  soot,  and  scrapings  of  boilers, 
and  well  rusted  iron,  and  boil  these  ingredients  in  red  wine  till 
reduced  more  than  one-half,  and  when  it  has  become  tepid,  put 
in  the  thread  well  dipped  and  dried  several  times  in  the  dye, 
and  it  will  become  fine  black  thread. 

369.  To  dye  cotton  or  silk  black. — Take  1  lb.  of  iron  filings, 
2  oz.  of  galls  well  pounded,  1)^  oz.  of  Roman  vitriol,  rinds  of 
pomegranates,  bark  of  the  roots  of  walnut-trees,  2  oz.  of 
verzino  well  ground,  and  strong  vinegar;  boil  all  together 
until  reduced  to  one-fourth,  and  let  the  decoction  cool,  and  put 
it  in  the  sun  for  3  or  4  days,  stirring  it  8  or  10  times  every  day. 
Then  strain  it,  and  when  you  wish  to  dye  silk  or  cotton  set  the 
decoction  to  boil,  and  boil  the  silk  or  cloth  in  it  for  a  quarter 
of  an  hour ;  then  dry  it  in  the  shade,  and  the  more  you  dip  it, 
the  finer  and  more  beautiful  it  will  be. 

370.  To  dye  cotton  cloth. — ^Take  5  lbs.  of  galls  well  pounded^ 
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bollire  per  una  bora  poi  cava  fora  lo  dicto  refe  et  polio  sopra 
lino  bastone  che  se  sduta  poi  mectj  in  lo  dicto  bagno  che  te 
aromasto  uno  bichiero  de  ranno  fortissimo  per  cescuna  libra  de 
refe  et  mista  bene  lo  dicto  bagno  acio  se  incorpora  cum  lo  ranno 
poi  tomalj  lo  dicto  refe  et  ponalo  abullire  per  uno  quarto 
dhora  et  poi  lo  pone  asciugare  alombra  steso  et  sera  bello. 

366.  A  tegrvare  refe  in  verzino. — ^ToUi  verzino  et  cocilo  in 
aqua  tanto  che  te  paia  che  sia  bastevile  poi  toUi  lo  refe  et  gal- 
lalo  bene  et  poi  lo  lava  alaqua  chiara  poi  lo  aluma  et  lassalo 
quasi  sciutare  poi  scalda  lo  verzino  et  mecte  a  tegnare  lo  refe 
piu  volte  in  la  dicta  tenta  et  sciugalo  bene  alombra. 

367.  A  tegnare  refe  in  roscio. — Ahwe  uno  poco  de  robbia 
bene  pista  et  metila  in  uno  poco  de  ranno  facto  de  cenere  de 
Tite  et  fallo  buUire  et  mecti  lo  refe  a  buUire  in  lo  dicto  ranno 
per  una  peza  poi  lo  leva  dal  foco  et  polio  a  sciutare  commo  e 
sciuto  et  tu  lo  aluma  poi  lo  pone  a  bullire  in  uno  poco  de  ver- 
zino bene  cocto  cum  aqua  et  ranno  misto  insiemj  poi  lo  sciuca 
al  vento  senza  sole  et  sera  bello. 

368.  A  tegnare  in  nero  lo  refe. — ToUi  fuligini  raditura  de 
caldaro  et  ferrj  bene  aruginatj  et  fa  bullire  queste  cose  in  vino 
vermiglio  piu  che  per  mita  et  quando  sera  divinuto  tepido  et  tu 
ce  pone  lo  refe  bene  callato  et  sciucho  piu  volte  in  essa  tinta  et 
vira  bello  refe  nigro. 

369.  A  tegnare  guamello  o  seta  in  nero, — ^Ahwe  una  libra 
de  limatura  de  ferro  once  2  de  galla  bene  pista  once  j  et  \  de 
vitriolo  romano  scorze  de  mele  granare  scorze  de  radice  de 
noce  poi  tollj  once  2  de  verzino  ben  trito  poi  tollj  aceto  bianco 
forte  et  fa  bullire  omne  cosa  insiemj  tanto  che  tonia  per  quarto 
et  poi  lassa  fredare  pone  la  dicta  decotione  al  sole  per  3  o  4  dj 
et  omne  dj  lo  mista  8  o  x  volte  poi  la  cola  et  quando  tu  vole  teg- 
nare mecti  a  bulire  la  dicta  decotione  et  metice  la  seta  o  panno 
a  bullire  dentro  per  uno  quarto  dhora  et  poi  lasciuta  alombra  et 
commo  piu  ce  la  metera  piu  se  fara  bella  et  piu  fina. 

370.  A  tegnare  guarneUo. — Tolli  galla  bene  pista  Jb  5  et 
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and  put  them  into  hot  water  with  10  lbs.  of  ^'  pignolato,"^  and 
then  add  5  lbs.  of  Roman  vitriol  well  pounded,  and  mix  the 
whole  well  together,  and  let  it  stand  a  night,  and  it  will  be  good. 

371.  To  dye  bones  green. — Mix  finely  powdered  verdigris 
with  the  very  strong  vinegar,  and  put  white  bones  into  a 
vase  closely  covered,  warm  them  a  little,  and  they  will  become 
green. 

372.  To  dye  bones  red. — Take  verzino  scraped,  and  put  it 
into  a  glazed  jar,  and  pour  urine  and  ley  upon  it ;  then  dip 
bones  into  it,  and  they  will  be  red. 

373.  To  dye  skins  a  light  grey. — Take  12  bocali  of  water 
and  3  oz.  of  galls  well  pounded,  boil  until  reduced  one-third, 
and  then  strain  the  liquor,  and  add  6  oz.  of  Roman  vitriol  to 
the  decoction  of  galls,  and  dye  the  skins.  And  if  you  wish  to 
have  a  dark  grey  add  to  it  a  bocale  of  ley,  one  glass  of  oil, 
and  boil  it,  but  the  vitriol  must  not  be  boiled. 

374.  To  make  good  writing  ink, — Take  a  bocale  of  good  and 
strong  white  wine,  4  oz.  of  galls  well  crushed,  one  handful  of  dried 
rinds  of  pomegranates,  one  handful  of  the  fresh  bark  of  moun- 
tain ash  scraped  with  a  knife,  and  one  handful  of  fresh  bark  of 
roots  of  walnut  trees,  and  2^  oz.  of  gum  arable ;  mix  the  whole 
together  with  the  wine,  and  let  the  mixture  remain  for  6  or  8 
days  in  the  sun,  stirring  it  well  4  or  6  times  every  day.  Then 
add  2^  oz.  of  Roman  vitriol,  and  mix  it  frequently,  and  let  it 
remain  so  for  several  days ;  then  put  it  over  the  fire  to  boil  for 
the  space  of  one  miserere^  let  it  cool,  and  then  strain  it  and  leave 
it  for  2  days  in  the  sun.  If  you  then  put  in  it  a  little  roche 
alum  it  will  make  it  much  brighter,  and  it  will  be  a  good  and 
perfect  writing  ink. 

375.  To  dye  bones  of  oxen,  buffaloes,  and  goats,  of  all  colours 
inside  and  out. — Put  the  bones  into  strong  vinegar,  and  let  them 
remain  for  7  days  ;  then  boil  them  with  that  vinegar  until  re- 
duced to  one-half  Add  to  them  the  colour  with  which  you  wish 
to  dye  them,  and  boil  it  with  them ;  then  put  in  a  little  sal- 

1   Guarnello  is  a  kind  of  cloth  made  of  cotton,  but  the  term  is  also  used 
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polla  in  aqua  calda  poi  ce  pone  lb  x  de  pignolato  poi  ce  pone 
lb  5  de  vitriolo  romano  bene  pisto  et  mista  bene  insiemj  multo 
bene  et  lassa  stare  una  nocte  et  sera  bono. 

371.  A  tegnare  losso  in  verde, — Capias  acetum  acerrimum 
yiridem  erem  subtilissimum  et  pone  in  dicto  aceto  et  intus  pone 
ossa  alba  in  aliquo  vaso  bene  coperto  et  aliquantulum  calefac  et 
efficitur  viridis. 

372.  A  tegnare  losso  in  rossdo. — ^Tolle  verzinum  rasum  et 
pcme  in  oUa  vitriata  et  intus  pone  de  hurina  et  de  liscivio  et  in- 
tus pone  de  ossis  et  fient  rubeis. 

373.  A  tegnare  pelle  in  bretino  chiaro. — Tolli  12  bocalj  daqua 
et  once  3  de  galla  bene  pista  et  fa  tanto  bullire  che  arentre  per 
terzo  et  poi  la  cola  et  tolli  once  6  de  vitriolo  romano  et  metilo 
in  la  dicta  aqua  gallata  et  poi  tegne  le  pelle.  Et  se  volesci 
bertino  scuro  metice  uno  bocale  de  liscia  uno  bichiere  dolio  et 
mecti  a  bulire  ma  non  vole  bulire  el  vitriolo. 

374.  A  fare  inchostro  bono  et  da  scrivare. — Tolli  uno  bocale 
de  vino  bianco  grande  et  bono  et  once  4  de  gaila  amachata 
bene  et  una  manciata  de  scorze  de  mele  granate  seche  et  una 
manciata  de  scorze  de  ornello  fresco  rase  con  lo  cortello  et  una 
manciata  de  scorze  de  raiche  de  noce  fresche  poi  tollj  once  2  et 
^  de  goniarabico  et  mistica  omne  cosa  insiemj  cum  lo  sopra- 
dicto  vino  et  fa  stare  per  6  o  8  di  al  sole  et  omne  di  lo  mista  4 
0  6  volte  molto  bene  poi  ce  pone  doi  once  et  i  de  vitriolo  romano 
et  mistalo  spesso  et  stia  cosci  per  alcunj  di  et  poi  el  pone  al  foeo 
a  bullire  per  spatio  duno  miserere  et  lassalo  iredare  et  poi  lo 
cola  et  metilo  doi  dj  al  sole  et  se  ce  mectj  poi  uno  poco  dalumj 
de  rocho  farallo  piu  lustro  assa  et  vira  perfecta  et  bona  intinta 
da  scrivare. 

375.  A  tegnare  ossi  bovini  bufalini  et  caprini  dentro  et  difora 
in  omne  colore. — Aabeas  de  forti  aceto  et  ossa  micte  intus  et  ibi 
dimicte  stare  per  secptem  dies  demum  fac  bullire  cum  illo  aceto 
usque  ad  medium  et  quem  collorem  vis  colorare  pone  intus 
cum  ipeis  ad  buUiendum  deinde  pone  intus  cum  ossis  aliquan- 

to  denote  a  woman^s  dress  made  of  this  material.     Pignolato  is  a  sort  of 
cloth  made  of  linen  or  hemp. 
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ammoniac  with  the  bones,  and  let  them  boil  until  they  are 
coloured  inside  and  out. 

376.  To  dye  box  wood  black. — ^Take  box  wood,  and  leave  it 
for  a  night  in  oil  and  sulphur,  then  boil  it  for  an  hour,  and  it 
will  be  as  blaci  as  coal. 

377.  75?  dye  bones  green. — Put  bones  well  cleaned  into  a  vase 
full  of  ley,  with  goat's  milk  and  verdigris  very  finely  pow- 
dered ;  cover  the  vase  closely,  and  bury  it  in  dung  for  the 
space  of  10  days,  and  the  bones  will  become  green  inside  and 
outside. 

378.  To  make  a  cement  which  toill  resist  water  and  oil. — 
Take  liquid  varnish  J  oz.,  raw  ceruse,  very  white  quicklime, 
and  white  of  egg,  each  ^  oz.,  and  incorporate  them  together, 
and  cement  what  you  please. 

379.  A  wonderful  cement  for  crystal  and  geim,  and  for  stone 
and  iDood. — ^Take  ceruse  and  grind  it  up  well  with  varnish, 
cement  what  you  please,  and  dry  it  in  the  sun. 

380.  To  make  a  cement  to  fasten  on  gems. — Take  two  parts 
of  powdered  vitriol,  1  part  of  mastic,  4  parts  of  pitch,  and  melt 
them  together,  and  they  will  form  a  very  strong  cement 

381.  To  make  a  cement  for  vases. — ^Take  the  yellow  earth  of 
the  apothecaries,  a  little  orpiment  in  powder,  a  little  quicklime, 
and  a  little  liquid  varnish,  and  put  all  into  a  pipkin,  mixing  the 
ingredients  together  over  the  fire,  and,  while  hot,  cement  what 
you  please. 

382.  To  make  a  cement  for  vases  in  another  way. — Take 
liquid  varnish,  ceruse,  and  a  little  Armenian  bole,  to  make  the 
cement  more  tenacious,  grind  the  whole  together,  and  cement 
what  you  please. 

383.  To  make  a  cement  for  wood  work, — Take  of  Greek  pitch 
2  parts,  pounded  bricks,  and  a  little  mastic,  and  grind  the 
whole  up  well,  and  then  with  a  hot  iron  cement  whatever  yoa 
like. 

384.  To  soften  bones. — ^Take  common  salt  and  Roman  vitriol 
in  equal  quantities,  and  grind  them  very  well  together ;  then 
distil  them  through  an  alembic,  and  keep  the  distilled  water  in 
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tiilum  de  sale  armoniaco  et  dimite  tantum  bulire  quod  habeat 
ilium  colorem  intus  et  extra. 

376.  A  tegnare  basso  in  nero. — Recipe  bussum  et  eum  per- 
micte  in  oleo  cum  sulfure  per  unam  noctem  et  postea  permicte 
bullire  per  horam  unam  et  fiet  nigrum  ut  carbonem. 

377.  A  tegnare  ossa  in  verde. — ^Ttolli  loeso  ben  poUito  et  me- 
tilo  in  uno  vaso  pieno  de  ranno  et  de  lacte  de  capra  et  de  ver- 
deramo  bene  subtili  et  copri  bene  lo  dicto  vaso  et  mectilo  socto 
lo  litamj  per  spatio  de  x  dj  et  sera  facto  verde  dentro  et  de 
fora. 

378.  A  fare  colla  ehe  tene  aqua  e  olio. — Ahvve  vemice  liquida 
oz.  ^  biacca  cruda  clacina  viva  et  bene  bianca  et  chiara  dova 
ana  oncia  i  et  incorpora  insiemj  et  incolla  quello  clie  tu  yolj. 

379.  Mirabilis  colla  ad  christallum  gemmas  et  super  petram 
vel  lignum. — Accipe  ceruse  et  confice  cum  vemice  bene  et  in- 
colla quicquid  vis  et  dimite  secare  ad  solem. 

380.  Ad  fatiendum  collam  ad  gemmae  retinendais. — Summe 
vitrioli  pulverizati  partes  2,  masticem  partem  j.  picis  partem  4 
et  insimul  distempera  efc  erit  colla  fortissima. 

381.  Affare  colla  per  vasa. — ^ToUe  terra  gialla  da  li  spitiali 
et  uno  poco  doropiumento  in  polvere  et  uno  poco  de  calcina 
viva  et  uno  poco  de  vemice  liquida  et  mecti  omne  cosa  in  uno 
pignatino  et  mista  molto  bene  sopra  a1  foco  et  incolla  cusi  calda 
quello  che  te  pare. 

382.  A  fare  colla  per  li  vase  per  altro  modo. — TtoUj  vemice 
liquida  cerusa  et  uno  poco  de  bollarminio  perche  sia  piu  tenace 
et  macina  omne  cosa  insiemj  et  incolla  quello  che  te  place. 

383.  A  fare  colla  per  Kgnany. — Ahwe  pece  greca  parte  2 
polve  de  matone  et  uno  poco  de  mastice  et  macina  bene  insiem 
poi  incolla  cum  uno  ferro  infocato  quello  che  tu  volj. 

384.  A  mollificare  losso. — ToUe  sale  comuno  vitriolo  romano 
ana  et  macinalj  insiemj  molto  bene  poi  distilla  per  lambico  et 
serva  laqua  distillata  ben  turata.     Et  quando  vorai  mollificare 
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a  vessel  well  closed.  When  you  wish  to  soften  bones  or  horn 
or  ivory,  put  them  into  the  said  water  for  the  space  of  5  hours, 
and  it  will  soften  so  that  you  may  impress  on  them  what  you 
like,  and  they  will  afterwards  become  hard  as  before. 

385.  To  make  fish-glue. — Take  the  bones  of  a  pike  or  of  any 
other  large  fish,  dry  them,  and  reduce  them  to  powder  in  a 
bronze  mortar ;  then  put  the  powder  into  a  new  pipkin,  with  as 
much  water  as  you  think  sufficient  for  the  bones  or  dust,  and 
make  the  water  boil  until  the  bones  are  liquefied ;  theu  touch 
the  water  with  your  fingers,  and  if  they  stick  together  it  is 
good  and  perfect.  Then  take  it  from  the  fire,  and  strain  it 
through  a  linen  cloth,  let  it  cool,  then  cut  it  into  pieces,  and  dry 
it  in  the  wind  without  dust. 

386.  To  prime  panels  for  jminting  on. — Take  the  panels  and 
^ve  them  3  or  4  coats  of  very  hot  glue ;  after  each  coat  let 
them  dry  tolerably,  but  let  the  last  coat  dry  perfectly.  Then 
take  gesso  in  fine  powder  and  well  ground,  so  as  to  be  very 
fine ;  distemper  it  with  warm  water,  and  lay  it  upon  the  panel 
with  a  stick,  and  let  it  dry  ;  then  scrape  it,  that  is,  scrape  oflT 
the  rough  parts  with  a  knife  blade.  Then  take  gesso  sottile, 
with  very  clear  size,  not  too  strong,  and  lay  it  ten  times,  if 
necessary,  with  a  paintbrush  upon  the  first  coat  of  gesso ;  and, 
when  it  is  dry,  rasp  it  very  thin,  and  draw  upon  it  if  you  like 
with  soft  charcoal  of  willow  or  vine ;  and  if  you  do  not  like  that, 
take  a  goosequill  and  put  the  charcoal  into  it  so  as  not  to  soil 
your  hands.  And  if  you  wish  to  gild  it,  take  Armenian  bole 
ground  very  fine  with  white  of  egg,  which  is  to  be  diluted  with 
one  cupful  of  pure  water,  and  beaten  for  one  hour ;  grind  the 
Armenian  bole  very  fine,  and  lay  it  on  wherever  you  wish  to 
gild,  not  twice  only,  but  even  so  many  as  eight  times,  con- 
tinually adding  Armenian  bole,  until  the  priming  is  very  thick; 
and  so  you  will  have  what  you  want.  Wet  the  part  you  wish 
to  gild  twice  with  clean  water,  lay  on  the  gold,  and  remember 
to  let  it  remain  for  one  hour,  and  then  burnish  it. 

387.  To  soften  hones. — Put  the  bones  into  ley  made  with 
quicklime  and  baked  ashes  in  equal  quantities,  and  let  them 
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losso  o  como  o  avorio  et  metilo  in  la  dicta  aqua  per  spatio  de  5 
hore  et  molificarasse  che  porai  impromptare  quello  che  tu  voli 
et  indurarasse  commo  prima. 

385.  A  fare  colla  de  peseta. — ^Tolli  ossa  de  Luccio  et  de 
omne  altro  pesscio  grandicello  et  sechali  poi  li  spolveriza  in  lo 
mortaro  de  bronzo  et  poi  mecti  la  dicta  polve  in  una  pignata 
nova  cum  tanta  aqua  che  te  paia  che  sia  basteyile  ali  dicti  ossa 
0  pol^e  et  falla  boUire  tanto  che  sia  ben  liquefacta  poi  tocca 
quella  aqua  se  tene  insiemj  e  bona  e  de  facta  poi  la  leva  dal 
foco  et  colala^cum  uno  panno  de  lino  et  lassa  fredare  poi  ne  fa 
li  peze  et  poUa  asciugare  al  vento  senza  polve. 

386.  Ad  ingessandum  tahulas  causa  pingendi. — Accipe  tabulas 
et  super  eas  da  ter  vel  quatuor  vicibus  cum  colla  bene  calida 
ab  una  vice  ab  altera  permite  sicaii  aliquantulum  et  ultima 
vice  permitte  sicari  valde  bene  postea  habeas  gissum  pulveriza- 
tum  et  bene  macinatum  ut  sit  subtile  et  distempera  cum  aqua 
tepida  et  da  super  asidem  cum  sticca  et  permite  sicari  quo 
facto  rade  eum  gladio  scilicet  partes  grossas  deinde  habeas 
^sum  subtile  cum  colla  clara  bene  et  non  nimis  forte  et  da 
super  gissum  positum  deties  si  expediens  fiierit  cum  penello  et 
desicato  eum  subtilissime  rade  si  vis  demum  designa  cum  car* 
bone  dulci  aut  de  salce  aut  de  vite  et  si  non  consentiret  tibi 
habeas  pennam  anseris  et  sepera  nigredinem  carboni.  Et  si 
vis  ponere  aurum  habeas  bolarminium  ^ubtilissimum  et  maci- 
natum cum  clara  ovi  fratta  et  distempera  cum  aqua  pura  viz. 
cum  uno  ciato  aque  per  unam  horam  et  tempera  ipsum  bolar- 
minium subtilissimum  et  da  ubi  vis  ponere  aurum  nedam  bina 
vice  sed  multotiens  usque  octo  vice  adendo  semper  bolarminium 
at  grossus  multipliciter  et  sic  habebis  intentum  balneando  cum 
aqua  clara  ubi  vis  ponere  aurum  bina  vice  sed  posito  auro 
memento  stare  per  unam  horam  et  demum  bumias  ipsum 
aurum. 

387.  Ad  mollificandum  ossa. — Pone  ossa  in  liscivo  facto  de 
calce  viva  et  cinera  recotta  ana  et  maneant  per  diem  novem 
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remain  for  9  days,  and  the  bones  will  become  as  pliant  as  you 
wish.  And  if  you  wish  to  colour  them,  put  in  any  colour  you 
like,  and  having  formed  them  into  shape,  anoint  them  with  lin- 
seed-oil, and  Jet  them  dry  in  horse-dung  for  7  days. 

388.  To  dye  skim  green, — Take  the  sloes  which  grow  upon 
the  blackthorn  in  the  month  of  September,  put  them  into  a  kettle, 
and  poimd  them  well ;  let  them  boil,  and  ferment  like  wine  in 
the  sun  for  3  days.  Then  separate  the  clear  liquor  from  the 
lees ;  then  take  roche  alum  and  a  little  urine,  and  twice  as 
much  strong  white  wine  vinegar  as  urine,  and  dissolve  the  alum 
in  the  vinegar  and  urine ;  and  when  it  is  cold,  alum  the  skins 
with  the  solution ;  and  when  they  are  nearly  dry,  wash  them 
with  that  wine  made  from  the  slqies,  and  dry  them  in  the  shade. 
And  the  more  coats  you  give  them,  the  finer  colour  will  be ; 
and  you  will  thus  have  a  fine  colour  for  dyeing  chamois- 
leather. 

389.  To  know  good  galls, — Good  galls  are  known  by  their 
being  small  and  wrinkled,  and  being  hard  within  and  appearing 
powdery  without. 

390.  To  know  good  vitrioL — Good  vitriol  is  known  by  its 
being  blue  within  and  very  granular  without. 

391.*  [To  make  cheese  glue,"] — ^Take  cheese  of  any  sort,  tole- 
rably old,  and  scrape  it  as  thin  as  paper,  or  slice  it  very  fine ; 
and  then  take  the  scrapings  and  put  them  to  soak  in  fresh 
water  for  a  day.  Strain  ofi^  the  water  carefully,  and  then  take 
warm  water,  as  much  or  rather  less  than  what  you  threw  away, 
and  put  the  scrapings  into  the  warm  water.  Knead  the  whole 
well  with  your  hands,  just  as  dough  is  kneaded  for  bread,  in 
the  warm  water  until  all  the  fat  is  extracted  from  the  cheese. 
Continue  changing  the  water,  then  make  the  cheese  into  a  cake, 
and  put  it  into  a  vase  of  fresh  water,  so  that  it  may  always  be 
covered  with  water.  And  when  you  wish  to  use  it,  take  what- 
ever quantity  you  want  of  the  cake,  and  mix  it  with  a  little' 
quicklime  upon  a  very  smooth  board,  kneading  it  well  with  a 


1  The  Rubric  is  wanting. 
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tunc  habebis  passadutilem  ad  libitum  et  si  m  colorare  impone 
quern  colorem  vis  et  retucta  in  forma  lineas  cum  oleo  linj  et 
dimicte  sicari  per  7  dies  in  equi  fimo. 

388.  A  tegnare  la  pelh  in  verde, — ToUi  granelli  de  brugno 
che  hanno  le  spinj  del  mese  de  setembre  et  metile  in  uno  catino 
et  pistalo  bene  et  lassalo  bolire  et  levare  suso  quelli  venaciuoli 
commo  se  fa  colo  vino  al  sole  per  3  dj  poi  sepera  lo  licore  necto 
da  la  venacia  et  poi  toUj  alumj  de  rocho  et  uno  poco  de  liurina 
et  el  dopio  de  lorina  de  aceto  forte  de  vino  bianco  et  disfe  lo 
alumj  in  lo  dicto  aceto  et  urina  et  quando  e  freddo  et  tu  aluma 
le  pelle  cum  lo  dicto  aceto  et  hurina  alumata  et  quando  sonno 
quasi  sciute  et  tu  li  da  el  bagno  cum  quelle  vino  de  le  brugne 
et  sciutale  alombra  et  commcJ  piu  li  daraj  piu  bello  coUore 
haveranno  et  baverai  bona  tenta  verde  per  tegnare  pelle  de 
camosscio. 

389.  A  cognosciare  la  bona  galhx, — La  bonta  de  la  galla  se 
cognossce  se  e  minuto  et  se  e  crespa  et  se  e  soda  dentro  et 
apara  polverosa. 

390.  A  cognosciare  lo  bono  vitriolo, — La  bonta  delo  vitriolo 
se  cognosse  se  e  cHlistrino  de  dentro  et  de  fora  bene  granoso. 

B391.  {sic)  ecipe  cascio  de  qualunque 

ragione  che  sia  vechio  mediocramente  et  radilo  subtilimente 
commo  se  rade  la  carta  o  vero  tu  lo  pialla  bene  subtilj  poi 
toll]  quella  radetura  et  metila  a  mollo  in  aqua  chiara  per  uno 
di  poi  cola  via  quella  aqua  de  la  radetura  cautamente  poi  tollj 
altratanta  aqua  calda  o  mancho  quanto  quella  che  hai  getato 
via  et  de  dentra  ala  dicta  aqua  calda  ce  pone  la  dicta  raditura 
et  remenala  cum  mano  molto  bene  commo  se  mena  la  pasta  da 
pane  et  tanto  la  remena  in  la  dicta  aqua  calda  che  nesca  tucta 
la  graseza  che  ha  el  cascio  et  vienj  mutando  spesso  spesso  laqua 
poi  la  redu  et  fanne  uno  pane  et  metilo  in  uno  vaso  cum  aqua 
chiara  che  lo  dicto  pane  stia  sempre  a  moUe.  Et  quando  lo 
voi  adoperare  tollj  de  quello  pane  la  quantita  che  voj  et  incor- 
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wooden  stick ;  then  add  to  it  a  little  sifted  gesso,  and  mix  the 
whole  np  again  for  a  considerable  time,  and  it  will  become 
cheese-glue  for  cementing  wood-work  and  vases,  and  it  must 
be  used  as  fresh  as  possible,  because  then  it  takes  a  better 
hold. 

B  392.  To  make  a  green  and  red  and  purple  dye  for  dyeing 
boneSf  cloth,  thready  and  whatever  you  likey  Sfc, — Take  as  much 
as  you  like  of  strong  white  vinegar,  and  put  it  in  a  glazed  vase, 
and  add  to  it  scales  of  copper  and  copper-filings  of  a  good  red 
colour,  Roman  vitriol,  roche  alum,  and  a  little  verdigris ;  let 
everything  be  well  ground  and  mixed  with  the  vinegar,  and  let 
it  remain  so  for  7  or  8  days  and  nights,  and  this  vinegar  be- 
comes a  good  green  tint  for  dyeing  silk,  bones,  linen  cloth,  and 
other  things  as  weU  as  for  pamting.  And  if  in  this  liquor  you 
put  bones  raw  or  boiled,  and  boil  them  and  let  them  remain 
in  the  liquor  for  the  space  of  a  month,  they  will  become  green 
for  ever.  And  note  that  scales  of  copper  make  the  best  tint 
when  fresh  beaten.  In  the  same  manner  things  may  be  dyed 
red  and  crimson,  using  vermilion  or  minium  or  verzino,  and 
put  whatever  you  wish  to  dye  into  the  liquor,  and  it  will  dye 
it  well.  The  same  can  be  done  in  yellow,  using  orpiment  and 
proceeding  as  before  directed ;  and,  if  you  like,  you  may  put 
urine  instead  of  vinegar. 
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poralo  bene  cum  uno  pochetino  de  calcina  viva  in  snso  uno 
asse  bene  polito  et  cum  uno  pastello  de  ligno  li  compiglia  in- 
siemj  poi  ce  agiongi  uno  poco  de  gesso  statiato  et  rimena  da 
capo  omne  cosa  insiemj  per  gran  spatio  e  de  diventata  colla  de 
caflcio  per  incolare  lignamj  e  vasa  et  operala  piu  frescha  cfae 
poi  percbe  fa  migliore  presa. 

B.  392.  Affdre  tenia  verde  et  rossa  et  pavonaza  a  tengnare  ossi 
panni  reji  et  do  che  volj  etc, — Recipe  aceto  bianco  fortissimo 
quanto  voi  et  polio  in  uno  vaso  yitriato  et  mectice  suso  bacti- 
tura  de  ramo  et  limatura  de  ramo  bene  colorito  rosso  yitriolo 
romano  alume  de  rocho  et  uno  poco  de  yerderamo  omne  cosa 
sia  bene  macinato  et  mista  cum  lo  aceto  et  stia  cusi  per  7.  o  8 
dj  et  nocte  et  questo  aceto  diventa  bona  tenta  verde  per  teg- 
nare  seta  osso  panno  lineo  et  altre  cose  et  per  depegnare  et 
se  in  questa  cocitura  mecterai  osso  crudo  o  cotto  et  faraicilo 
bolire  et  de  poi  stare  per  uno  spatio  de  mese  diventara  verde 
imperpetuo  nota  che  la  bactitura  de  lo  ramo  fresca  fa  migliore 
tenta. 

Et  cosi  se  po  fare  de  lo  colore  rosso  come  e  dicto  de  lo  verde 
et  pavonazo  cum  lo  cinabrio  o  minio  et  verzino  et  mecte  a 
tengnere  omne  cosa  che  voi  et  tignirallo  bene  et  simili  se  po 
&re  de  loropiumento  in  giallo  et  fa  come  de  sopra  et  se  voj 
in  loco  de  lo  aceto  ce  pone  orina  humana. 
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De  azuris  naturalibus  et  primo  de  cognoacendo  vero  lajos 
lazuli  p.  1. 

Cognoscere  azurrum  alemanum  etc.  p.  3. 

Praxis  extraendi  azumim  a  lapide  3. 

Praxis  affinandi  dictum  azurrum  3. 

Azurrum  ultramarinum  aUo  modo  12. 

Dar  buon  colore  all'  azuro  mal  colorito  13,  69. 

Azurro  d'  Alemagna  23. 

Cognoscere  azurrum  ultramarinum  ab  artificiale  40. 

Azurrum  artiiidale  41  et  sequentibus. 

Azurro  per  muro  in  calcina  54. 

Azurro  di  sugo  d*  erbe  60. 

Azurro  per  adoprar  a  penna  62. 

Raffinare  Y  azurro  grosso  64. 

Moltiplicar  lazurro  69. 

Far  endico  69  et  seguenti. 

Far  verdi  diversi  70  e  seguenti. 

Giallo  belUssimo  78. 

Lacca  bella  90  e  seguenti. 

Verzino  94  e  seguenti. 

Pauonazzo  con  sugo  d'  erbe  96. 

Colore  Brasille  96. 

Color  di  grana  dal  verzino  97. 
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PRELIMINARY  OBSERVATIONS. 

The  following  extracts  relative  to  painting,  and  the 
composition  of  vamisheSy  were  selected  from  a  Manu- 
script of  the  sixteenth  century,  now  in  the  Library  of 
S.  Marco  at  Venice,  but  which  formerly  belonged  to 
the  Patrician  Nani.  The  Abbate  Morelli  thus  de- 
scribes^ the  Manuscript: — 

^'  It  is  a  collection  of  recipes  which  make  us  ac- 
quainted with  many  compositions  of  the  old  professors, 
used  in  medicine,  surgery,  farriery,  chemistry,  painting, 
illuminating,  gilding,  working  in  stucco,  varnishing, 
and  similar  works.  Some  of  the  recipes  are  common, 
others  but  little  known.  They  are  written  in  the 
Tuscan  dialect,  and  sometimes  the  names  of  those  by 
whom  they  were  practised  are  prefixed.  Among  these 
are  Andrea  di  Salerno,  Frate  Venetiano,  Sansovino, 
Giovanni  da  Udine,  Fundano,  &c." 

These  various  recipes  appear  to  indicate  that  the 
MS.,  like  many  others,  was  compiled  for  the  use  of  a 
convent  by  some  monk  or  lay  brother,  who  presided 
over  the  infirmary  of  the  convent,  compounded   the 

1  Catalogo  de*  Codici  Volgari  della  Libreria  Naniana,  Venezia,  1776,  p.  31. 
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medicaments,  and  prepared  varnishes  and  pigments — 
occupations  which,  during  the  middle  ages,  were  fre- 
quently carried  on  by  the  same  person. 

The  recipes  for  farriery  appear  to  me  sufficient  proof 
that  the  MS.  was  not  written  by  an  inhabitant  of 
VenicCj  where  they  would  have  been  useless,  since 
there  were  no  horses  in  that  city  in  the  sixteenth, 
century.^ 

The  names  of  the  artists  alluded  to  in  the  MS.  show 
that  the  author  lived  during  the  beginning  and  middle 
of  the  sixteenth  century.  It  is  probable  that  some  at 
least  of  the  recipes  were  collected  at  Rome ;  for  the 
author  remarks,  in  No.  238,  **  This  I  had  from  Master 
Andrea  di  Salerno:"  and  it  does  not  appear  that 
Andrea  ever  resided  at  Florence.  Dominici^  says  that 
he  was  for  a  short  period  the  pupil  of  Raffaello,  whom 
he  left  at  Rome,  in  1513,  to  return  to  his  own  country. 


1  In  the  fourteenth  century,  while  Venice  consisted  almost  entirely  of 
the  Island  of  Rialto,  and  that  on  which  stand  the  Piazza  and  Church  of 
S.  Marco,  horses  were  used  there,  and  it  was  the  custom  for  the  senators 
to  ride  on  horseback  to  the  Council  Chamber ;  it  was  eren  considered  be- 
neath their  dignity  to  approach  it  in  any  other  way.  Thb  fact,  perhaps, 
accounts  for  the  number  of  monuments  in  the  different  churches  in  Venice 
of  men  on  horseback,  which  placed,  as  they  generally  are,  high  on  the  side 
wall,  or  over  a  lofty  doorway,  present  a  singular  appearance.  Shortly 
after  this  time  the  bounds  of  the  city  were  enlarged  by  banking  up  the 
islands  and  deepening  the  canals ;  and  gondolas,  which  soon  became  the 
favourite  mode  of  conveyance,  were  introduced.  The  different  parts  of  the 
city  were  united  by  bridges :  but  as  the  level  of  the  streets  was  scarcely 
above  high- water  mark,  the  bridges  were  necessarily  elevated  in  order  to 
allow  the  gondolas  to  pass  under  them ;  and  as  the  ascent  and  descent 
would  have  been  too  steep  for  foot  passengers,  the  surface  was  cut  into 
steps,  which  still  remain.  These  bridges,  of  course,  led  to  the  disuse  of 
horses,  which  in  a  short  time  were  no  more  seen  at  Venice. 

8  See  Lanzi,  vol.  ii.,  pp.  82,  251.  Andrea  di  Salerno  was  also  called 
Sabbatini.     He  was  bom  in  1480,  and  died  in  1545. 
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Unless,  therefore,  it  can  be  shown  that  this  recipe  was 
written  in  the  kingdom  of  Naples,  we  must  suppose 
that  it  was  written  a  short  time  previously  to  1613. 
In  this  recipe  it  was  recommended  to  mix  the  blue 
pigments  employed  in  fresco  painting  with  milk ;  and 
as  Andrea  di  Salerno  worked  with  Raffaello,  it  may  be 
inferred  that  this  was  the  practice  of  the  best  masters 
of  that  period. 

A  recipe  invented  by  Giovanni  da  Udine,  for  making 
Stucco,  is  given  in  this  MS.  Giovanni  also  worked 
at  Bome  under  Raffaello,  who  had  been  invited  by  his 
kinsman,  Bramante,  to  decorate  the  Stanze  of  the 
Vatican  for  Pope  Julius  11.^  This  invitation  must 
have  been  given  previous  to  1513,  for  Julius  died  in 
that  year.  In  1527  Bome  was  sacked,  and  many 
artists  left  the  city  after  this  melancholy  event,  to  seek 
in  other  parts  of  Italy  a  home  more  congenial  to  the 
arts;  among  these  was  Giovanni  da  Udine,  who  for 
some  time  resided  at  Florence,  where  he  decorated  the 
Palace  and  the  Chapel  of  S.  Lorenzo.  Giovanni  died 
in  1561,  or  1564.*  This  recipe  was  communicated  by 
another  artist  named  in  this  MS.^  who,  although  a 
sculptor  and  architect  by  profession,  exercised  consi- 
derable influence  on  the  sister  art  of  painting.  This 
was  Jacopo  Tatti,  usually  called  Sansavino  or  San- 
sovino,^  a  native  of  Florence,  who  studied  painting 
under  Andrea  del  Sarto.  Sansovino,  whose  fame  ex* 
tended  beyond  the  bounds  of  his  native  city,  went  also 
to  Bome,  on  the  invitation  of  Giuliano  di  S.  Gallo,  the 

1  Julius  II.  was  made  Cardinal  in  1471  >  and  Pope  in  1503..   .  . 

^  Lanzi,  Indice  de'  Professori. 

s  Lanzi,  vol.  iii.,  p.  152;  and  Indice  de'  Professori. 
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architect  of  Julius  II.  He  continued  to  reside  in  this 
city,  returning  occasionally  to  Florence,  until  the  sack 
of  Borne,  when  he  was  obliged  to  take  shelter  at 
Venice,  where  he  died  in  1570,  at  the  age  of  91. 

From  the  above  statements  it  appears  that  these 
three  artists  were  at  Rome  between  the  years  1503 
(the  period  when  Julius  II.  ascended  the  Papal  throne) 
and  1527  (when  Rome  was  sacked);  and  it  is  highly 
probable  that  the  recipes  were  collected  during  this 
period.  The  notices,  therefore,  of  the  preparation  of 
the  colours  and  oil,  and  the  various  recipes  for  varnish, 
will  be  read  with  much  interest;  and  may  fairly  be 
considered  to  have  been  employed  at  Rome  and  Flo- 
rence during  the  best  era  of  Italian  art. 

The  following  facts  appear  to  be  established  by  this 
MS.:— 

1st.  That  colours  for  painting  in  oil  were  ground 
with  oil  only ;  and,  when  too  stiff  for  use,  they  were  to 
be  diluted  with  oil  incorporated  into  the  colour  by 
working  it  in  with  the  pencil. 

2nd.  That  linseed  oil  was  purii&ed  by  boiling  it  over 
the  fire  with  water  for  three  or  four  hours.  It  was  then 
suffered  to  settle  and  purify. 

3rd.  That  olio-resinous  varnishes  were  considered 
proper  for  colours  and  paintings  in  oil ;  but  whether 
they  were  mixed  with  the  colours,  or  otherwise,  does 
not  clearly  appear. 

4th.  That  powdered  glass  was  used  as  a  dryer  for 
lakes  and  other  colours  which  dried  slowly  in  oil. 

5th.  That  all  varnishes  were  extremely  viscous,  and 
were  thinned  for  use  as  required. 

6th.  That  oil  varnishes  were  common  at  this  period. 
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7th.  That  the  "  veniice  comune  "  sold  by  the  apothe- 
caries or  druggists  at  this  period  was  composed  of 
linseed  oil,  pece  greca,  and  calcined  alum. 

The  MS.  contains  some  information  relative  to  paint- 
ing on  glass,  and  we  find  that  there  were  several 
methods  then  in  use : — 

1st.  With  certain  metallic  colours  applied  on  the 
glass  with  gum-water,  which,  by  the  application  of  heat 
in  the  furnace,  penetrated  into  the  glass. 

2nd.  With  transparent  colours  mixed  with  oil,  which 
were  to  be  afterwards  varnished. 

3rd.  With  coloured  glasses  or  enamels  brought  from 

Germany. 

4th.  With  colours  tempered  with  glue,  or  white  of 

egg. 

The  first  and  third  methods  were  probably  united, 
and  there  is  documentary  evidence  that  painting  on 
glass  with  vitrifiable  pigments  was  known  and  practised 
in  Italy  during  the  fifteenth  century;  since  in  the 
latter  half  of  this  century  it  was  usual  to  stipulate  in 
contracts  for  painting  windows,  that  the  colours  should 
be  burnt  in  the  fire,  and  not  laid  on  with  oil — "  cotti 
al  fiioco,  e  non  messi  a  olio."* 

The  method  of  gilding  on  glass,  described  in  No. 
339,  and  attributed  to  a*Venetian  friar,  may  have  been 
practised  in  the  glass-works  which  have  been  carried 
on  during  so  long  a  period  at  Murano. 

1  See  Carteggio  Inedito  d'Artjsti,  vol.  ii.,  p.  446 — 449 ;  and  see  also 
the  Introduction  to  this  work. 
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EXTRACTS 

PBOM 

A  MANUSCRIPT  IN  THE  MARCIANA  LIBRARY 

AT  VENICE, 

ENTITLED 

"DIYERS     SECRETS." 

214.^  Yellow  paste  like  amber. — Take  of  gum  arable  oz.  3, 
of  varnish  in  grains^  oz.  2,  pulverize  and  mix  them  well  toge- 
ther, place  them  in  a  glazed  pipkin,  and  mix  them  with  a  drachm 
of  safiron  tempered  with  commcm  water,  and  let  them  remain  in 
that  state  until  they  become  like  a  paste ;  then  take  the  yolk  of 
an  egg,  strain  it  through  an  old  but  good  linen  cloth,  incor- 
porate it  with  the  before-mentioned  ingredients,  and  model  with 
it  what  you  please.  Then  dry  it  in  the  sun  until  it  is  hard,  and 
anoint  it  with  white  of  egg  which  has  been  well  beaten ;  dry 
this  also  in  the  sun,  and  then  varnish  and  gild  it  according  to 
your  pleasure. 

301.  Divers  colours  for paintinff  toorks  in  oil,  or  ^^  a  putrido,'^ 
8fc? — And  mark  that  the  colours  are  of  two  kinds,  one  of  which 
consists  of  those  which  have  no  body,  and  which  do  not  conceal 
the  colours  laid  under  them,  but  only  tinge  them,  as  safiron 
for  instance ;  the  other  consists  of  those  which  have  body  and 
which  cover  every  other  colour  over  which  they  are  laid,  and 
many  of  these  colours  are  inimical  to  each  other,  so  that  by 
mixing  together  they  spoil  each  other,  as  white  lead  and  ver- 
digris and  white  lead  and  orpiment. 

1  The  numbers  in  the  margin  refer  to  those  in  the  original. 

2  That  is,  in  grains  or  tears. 
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''SECRETI    DIVERSI,'' 
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214.  Pasta  gialla  come  ambra. — ^Togli  gomma  arabica  oz :  3. 
vemice  in  gran  oz :  2.  polveriza  bene  ogni  cosa  et  mescola  et  poni 
in  una  scodella  inyetriata  et  mescolavi  una  dramma  di  zaffe- 
rano  stemprato  con  acqua  comune,  et  stieno  tanto  cosi  cbe  di- 
ventino  come  pasta,  poi  togli  uno  tuorlo  duovo,  et  colalo  per 
peza  lina  veccbia  ma  buona,  poi  lo  incorpora  con  le  predette 
cose,  et  improntane  quelle  cbe  vuoi ;  poi  seccba  al  sole  cbe  sia 
duro,  poi  ugni  con  chiara  d'  uuovo  cbe  sia  sbattata  ben  et  sec- 
cba al  sole,  pot  vernica  et  indora  a  tuo  proposito. 


301.  Colori  diver  si  per  dipingere  e  lavori  a  olio  o  putrido  etc, 
— Et  nota  die  e  colori  sono  di  due  sorte  una  cbe  non  banno 
corpo  e  non  proprono  quelle  cbe  trovono  sotto,  ma  solamente 
tingbonO)  come  e  verbigratia  el  zafferano  etc.  un  altra  sorte 
e  ebe^  banno  corpo  e  quali  quoprono  ogni  altro  colore  cbe 
essi  trouovono  sotto,  et  molti  sono  inimici  Tuno  del  altro  in 
mode  cbe  mescokindogli  insieme  si  guastono,  come  e  biaeca 
e  verderame  et  biaeca  et  orpimento. 

3  A  putrido— that  is,  with  white  of  e^f^  which  has  been  suffered  to  stand 
until  it  has  become  decomposed.  See  MS.  of  Jehan  Le  Begue,  No.  298, 
p.  282. 
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If,  then,  you  wish  to  make  whiter  take  good  white  lead,  and 
if  you  wish  red,  take  lake  or  minium  or  cinnabar.  The  lake 
has  no  body,  therefore  take  cinnabar,  and  according  as  you  wish 
the  colour  to  be  more  or  less  dark,  take  more  or  less  lake.  If 
you  wish  to  make  it  still  lighter  add  a  little  white  lead,  so  that 
it  may  become  lighter  coloured,  &c. 

302.  If  you  wish  to  make  Jlesh  colour  take  white  lead  and 
lake,  and  make  it  lighter  or  darker  as  you  please. 

If  you  wish  ffreen^  take  verde  azurro,  and  mix  it  with 
giallolino  and  white  lead,  making  it  darker  or  lighter  a8 
you  please.  If  you  have  no  verde  azurro,  take  giallolino,  or 
orpimenjb  and  azure ;  mix  them  together,  and  you  will  have  a 
green,  adding  more  or  less  of  one  or  the  other  according  to  the 
degree  of  obscurity  which  you  may  desire. 

303.  "  Pofflionazo "  [j)avonazzo.'\  —  Take  white  lead  and 
azure  and  red  lake,  mix  well  together,  and  if  you  wish  the  colour 
to  be  darker,  add  more  azure ;  if  lighter,  add  more  white  lead, 
and  if  you  wish  it  redder,  put  more  lake. 

304.  Fellow. — ^Take  pure  giallolino,  item  pure  orpiment, 
item  ochre ;  and  because  these  colours  have  no  body,  lay  white 
lead  underneath. 

305.  Black. — Take  peach  stones  and  char  them,  or  burn 
ivory,  which  will  make  perfect  black,  &c. 

306.  Grey. — Take  white  lead,  verde  terra,  ochre,  and  black ; 
mix  together,  and  put  more  or  less  of  one  or  the  other  until 
the  colour  is  to  your  mind. 

The  colours  which  have  no  body  are  these : — 

309.  Verdigris,  lake,  ochre  and  verde  terra,  and  they  are 
very  proper  for  mixing  with  those  colours  which  have  body. 

The  tempera  of  these  colours,  prepared  "  a  putrido,!'  is  water 
and  the  yolk  of  an  egg,  and  the  quantity  to  be  used  is  rather 
less  than  half  the  quantity  of  colour. 


COLORI  DIVERSI  PER  DIPINOERE  A  OLIO.  61 1 

Se  adunque  vuoi  fare  bianco  pigli  biaccha  stietta,  se  rosso 
togli  laocha,  o  minio,  o  cinabro.  La  laccha  non  ha  corpo,  pigla 
adunque  el  cinabro,  et  secondo  che  tu  lo  yuoi,  piu  o  man- 
cho  scuro,  pigla  piu  o  mancho  laccha.  Se  lo  vuoi  fare  anchora 
piu  diiaro  mettivi  un  poco  di  biaccha  secondo  che  tu  vedi  che 
rischiara,  etc* 

302.  Se  vuoi  fare  inchamato  piglia  biaccha  e  laccha  tanto 
che  lo  faccia  piu  oscuro  o  piu  chiaro  come  vuoi. 

Verde,  piglia  verde  azurro  et  puossi  mescolare  con  giallolino, 
et  con  biaccha,  et  sara  piu  o  mancho  oscuro  secondo  che  vorrai, 
et  se  non  hai  verde  azurro  piglia  del  giallolino,  o  vero  orpi- 
mento,  et  azurro  et  mescola  insieme  et  &ra  verde,  et  mettivi 
piu  et  mancho  dell'  uno  et  del  altro  secondo  che  lo  vuoi  piu  o 
manco  oscuro. 

303.  Paghonazo  o  piglia  biaccha  et  azuro  et  rosso-laccha,  et 
mescola  insieme  et  se  vuoi  che  sia  piu  oscuro,  mettivi  piu  azur- 
ro^ se  piu  chiaro  piu  biaccha.    Se  piu  rosso  piu  laccha. 

304.  Giallo  piglia  Giallolino  stietto,  item  orpimento  stietto. 
Item  ocria,  et  perche  non  ha  corpo  campeggia  sotto  di  biaccha. 

305.  Nero,  piglia  noccioli  di  pesche  et  fane  carboni  o  vero 
avorio  arso,  et  fa  perfetto  nero,  etc. 

306.  Bi^o,  piglia  biaccha,  verde  terra,  ocria,  et  nero,  et  mes- 
cola insieme  et  mettivi  piu  o  manco  dell'  uno  o  delP  altro  se- 
condo che  tu  vedi,  e  viene  a  tuo  modo. 

Colori  che  non  hanno  corpo  sono  questi : — 

309.  El  verderame,  la  laccha,  Tocria,  el  verde  terra ;  et  son 
buoni  a  mescolare  con  quelli  che  hanno  corpo. 

La  tempera  di  questi  colori  fatti  a  putrido  .  I  •  a  acqua  e  el 
tuorlo  del  vuovo  un  pocho  manco  che  la  meta  del  colore  etc. 
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314.  To  make  "  indaco.'^ — ^Take  flowers  of  woad  and  alum 
water,  boil  them  together,  strain  through  a  linen  cloth  into  a 
vase ;  then  take  what  remains  on  the  cloth,  spread  it  out  on  a 
tile,  dry  it  well,  and  it  will  then  be  fine  "  indaco." 

315.  To  make  fine  azure. — Take  6  ounces  of  copper  filings,  3 
ounces  o^  calcined  eggshells,  4  ounces  of  sal  alkali,  and  2  ounces 
of  quicklime.  Pulverize  them  well  and  mix  t(^ether ;  then 
place  them  in  a  vase  of  tinned  copper,  adding  as  much  of  the 
strongest  white  vinegar  as  will  cover  them,  then  make  the  vase 
air  tight,  and  put  it  imder  dung  (horse-dung  is  best)  for  20  or 
25  days,  after  which  you  may  take  it  out,  and  it  will  be  done. 

323.  A  most  beautiful  red  from  verzino  for  painting  or  writ- 
iny, — Take  lime  and  make  ley,  and  when  you  have  made  it 
and  strained  it  through  a  cloth,  take  any  quantity  you  please, 
and  scrape  into  it  some  good  verzino,  xising  the  quantity  which 
seems  best  to  you,  and  leave  it  in  that  state  for  2  or  3  days, 
until  you  see  that  the  ley  has  well  extracted  the  colouring 
matter  of  the  verzino ;  then  strain  it  through  a  cloth,  and 
put  on  it  as  much  pulverized  roche  alum  as  will  make  the 
whole  of  the  material  feel  its  virtue,*  and  let  it  dissolve.  Then 
add  to  it  as  much  pulverized  gum  arabic  as  will  give  the  colour 
sufficient  body,  and  expose  it  to  the  sun  for  3  or  4  days,  stirring 
it  occasionally  that  the  gum  may  be  dissolved  and  well  incor- 
porated ;  and  when  you  think  it  is  well  purified  and  of  the  pro- 
per colour,  take  it  from  the  sun,  strain  through  linen,  and  keep 
it  for  use. 

The  longer  it  is  exposed  to  the  sun  the  thicker  it  will  be,  &c.  ; 
and  if  you  leave  it  so  l(Mig  93  to  become  hard  enough  to  require 
distempering  when  used,  you  may  distemper  it  with  a  little  of 
the  same  ley,  and  your  writing  and  painting  with  it  will  then  be 
very  beautiful,  &c. 

You  may  add  that  portion  of  the  verzino  which  remains  on 
the  cloth  after  the  first  straining  to  other  verzino,  and  repeat 

1  That  is,  a  quantity  sufficient  to  coagulate  it. 
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314.  A  fare  h  Indaco. — Togli  fiore  di  guado,  et  acqua  allu- 
minata,  et  fa  bollire  inedeme,  et  con  un  panno  lino  cola  sopra 
un  vaso  questa  cocitura  et  quello  che  rimane  in  sul  panno  dig- 
tendilo  in  su  una  tegola  et  fallo  asciugfaare  bene,  et  e  indaco 
fino  etc. 

315.  A  fare  azurro  fino. — ^Togli  limaturadi  rame  oz.  6  scorze 
di  Yuova  calcinate  oz.  3.  sale  archoH  oz.  4.  calce  viva  oz.  2  polver- 
iza  ogni  cosa  et  mescola  bene  inaieme  et  ponile  in  uno  vaso  di 
rame  stagnato,  et  mettivi  tanto  aceto  bianco  fortissimo  che  quo- 
pra  questa  materia,  et  turalo  che  non  respiri,  et  mettilo  sotto  el 
litame  et  maxime  di  cayallo  per  20  o  25  ^omi,  di  poi  lo  cava 
et  sara  fatto. 

323.  Colore  bellissimo  rosso  di  verzijio  per  dipingere  et  scri- 
vere, — ^Togli  calcina  et  fa  liscia  et  quando  Thai  fatta  et  colata 
per  peza  pigliane  quella  quantita  che  tu  vuoi,  et  rastiavi  su  del 
verzino  buono  tanto  quanto  pare  a  te  et  lascialo  stare  cosi  due 
o  3  di  tanto  che  tu  veggha  che  la  liscia  habbia  cavato  la  sustan- 
tia  bene  del  colore  del  verzino,  poi  lo  cola  per  peza,  et  mettivi 
su  tanto  allume  di  roccha  polverizato  che  tutta  quella  materia 
ne  possa  sentire  destramente  della  sua  virtu,  et  mestalo  che  si 
solva,  et  mettivi  tanta  goma  arabica  polverizzata  che  gli  dia  corpo 
discretamente,  et  tienlo  tre  o  quattro  di  al  sole,  et  rimestalo 
qualche  volta  accioche  la  goma  si  solva  et  incorporisi  per  tutto, 
et  quando  ti  pare  che  sia  bene  purgato  et  fatto  di  colore  a  tuo 
muodo,  lievalo  dal  sole  et  colalo  per  peza  lina,  et  serbalo  et 
adoperalo. 

Quanto  piu  sta  al  sole  tanto  piu  si  fa  corpulento  etc.  £t  se 
tu  lo  lasciassi  stare  tanto  al  sole  che  riventassi  si  sodo  che  poi 
alio  adoperare  havessi  bisogno  di  stemperare,  stemperalo  con  un 
poco  di  quella  liscia,  et  scrivi,  et  dipingi  con  esso,  et  farai  una 
cosa  bella  etc. 

Quella  materia  del  verzino  che  rimane  della  prima  colatura, 
vi  puoi  aggiugnere  verzino  eodem  modo  et  rifame  e  o  simile  al 
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the  process  in  the  same  manner,  either  adding  the  same  kind 
of  wood  as  at  first,  or  using  a  more  common  sort,  according  to 
the  quantity  which  you  may  add,  &c. 

325.  Divers  colours  for  colouring  unndow^lasses  and  other 
toorks. — If  you  wish  to  make  a  beautiful  black  which  will  pene- 
trate into  the  glass^  take  fine  iron  filings,  especially  those  of 
needles,  if  you  can  procure  them  good,  or  otherwise  those  scales 
which  fall  from  the  iron  when  it  is  beaten  while  red  hot  on  the 
anvil ;  then  take  an  equal  quantity  of  burnt  lead  or  tin,  or  per- 
haps rather  more  of  the  lead  than  of  the  iron,  which  you  will  learn 
by  experience,  and  grind  them  well  together,  with  water  on  the 
porphyry  like  any  other  colour.  Then  distemper  the  mixture 
with  gum  water  made  with  soft  water,  and  draw  your  subject 
on  the  glass  with  this,  letting  it  dry  in  the  shade ;  place  it  in 
the  fiimac^  of  a  potter  (who  will  generally  know  how  to  regu- 
late the  heat),  and  heat  it  according  to  the  best  of  your  know- 
ledge in  an  iron  vase,  otherwise  cover  it  with  ashes  only,  and  it 
will  be  beautiful. 

Burnt  lead  or  tin  is  prepared  in  the  following  manner : — Put 
as  much  as  you  wish  of  it  into  a  vase  over  the  fire  and  liquefy 
it ;  and  from  time  to  time,  while  it  is  still  over  the  fire,  take  oflF 
the  scum,  and  continue  to  do  this  until  no  more  arises.  In 
order  to  refine  it,  put  the  whole  into  an  empty  vase;  and 
while  it  is  over  the  fire,  stir  it  so  that  the  whole  of  the  contents 
may  be  well  calcined,  and  then  keep  it  for  use. 

If  you  wish  to  make  a  beautiful  yellow  colour '  which  may 
penetrate  into  the  glass,  grind  some  silver  leaf  with  a  little 
honey  and  water,  that  it  may  hold  together ;  then  wash  it  in 

1  Silver,  '*  either  in  the  metallic  or  any  other  form,  possesses  the  sin- 
^lar  property  of  imparting  a  transparent  stain,  when  exposed  to  a  low,  red 
heat,  in  contact  with  glass.  Modem  glass  painters  are  accustomed  to  obtain 
three  colours  from  silver,  yellow,  orange,  and  red.  For  this  purpose  no 
flux  is  used,  the  prepared  silver  is  merely  ground  up  with  ochre  or  clay, 
and  applied  in  a  thick  layer  upon  the  glass.  When  removed  from  the  fnr- 
nace  the  silver  is  found  not  at  all  adhering  to  the  glass  ;  it  is  easily  scrai)ed 
ofi^,  leaving  a  transparent  stain,  which  penetrates  to  a  certain  depth.  If  a 
large  proportion  of  ochre  has  been  employed,  the  stain  is  yellow ;  if  a  small 
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primoy  o  del  piu  dozinale  secondo  la  quantita  che  ve  ne  aggi- 
ungi  etc. 

325.  Colori  diversi  per  colorire  vetri  da  Jinestre  et  da  altri 
lavori. — Se  lo  vuoi  fare  nero  bello  et  penetra  nel  vetro  togli 
liniatura  fine  di  ferro,  et  maxime  limatura  d'  agoro  quanto  se 
ne  potessi  havere,  e  buona,  o  di  quella  seaglia  del  ferro  che 
cascha  quando  si  batte  caldo  in  su  1'  anchudine,  et  togli  piombo 
o  stagno  arso,  d*  ognuno  parte  eguale  et  piu  presto  un  poco 
piu  piombo  che  seaglia  come  per  experientia  vedraj,  et  macina 
bene  con  V  acqua  in  sul  porfido,  et  fanne  a  uso  di  colore,  poi  lo 
tempera  con  acqua  di  ghoma  che  sia  dolce,  et  dipingi  quelle 
che  vuoi  in  sul  vetro  et  lascia  secchare  a  1'  ombra,  poi  gli  metti 
in  fomace  di  questi  che  fanno  stoviglie,  e  quali  gli  sanno  com- 
munemente  quocere  et  quocigli  ut  scis  in  vaso  ferreo  assuoli 
con  la  cenere  et  verra  bello. 


El  piombo  o  lo  stagno  arso  si  fa  cosi.  Metti  quella  quantita 
che  tu  vuoi  in  uno  vaso  al  fuoco  e  squaglialo,  et  stia  cosi  al 
fdoco,  et  quella  stiuma  che  egli  fa  di  mano  in  mano  cavala^  et 
tanto  fa  cosi  che  si  consumi  in  questa,  poi  per  raffinarla  mettila 
tutta  insieme  in  quel  vaso  dove  non  sia  altro,  et  stando  sopra  el 
fuoco,  rimescolala  in  modo  che  si  arda  tutta  bene,  poi  serbala  al 
bisogno. 

Se  vuoi  fare  colore  giallo  et  bello  el  quale  etiam  penetra  nel 
vetro.     Macina  ariento  in  foglio  con  un  poco  di  mele  acciocche 

si  tenga  insieme  et  con  I'acqua,  poi  lavalo  con  le  ditta  nella 

—  —  -  ■  I  

proportion,  it  is  orange-coloured ;  and  by  repeated  exposure  to  the  fire, 
without  any  additional  colouring  matter,  the  orange  may  be  converted  into 
red.  This  conversion  of  orange  into  red  is,  I  believe,  a  matter  of  much 
nicety,  in  which  experience  only  can  ensure  success.  Till  within  a  few 
years  this  was  the  only  bright  red  in  use  among  modern  glass  painters ; 
and  though  the  best  specimens  certainly  produce  a  fine  effect,  yet  it  will 
seldom  bear  comparison  with  the  red  employed  in  such  profusion  by  the  old 
artists."  Extract  from  an  Essay  on  the  Art  of  Glass-painting  in  the  Phi- 
losophical Magazine  for  December,  1836. 
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.water  with  the  fingers  until  it  is  well  purified,  in  the  same  manner 
as  powdered  gold  is  treated.  Distemper  this  silver  with  gum 
water  made  with  soft  water,  dry  it,  then  heat  it  in  a  furnace  as 
before,  and  it  will  become  very  beautiful,  &c. 

If  you  wish  to  paint  with  other  colours  which,  although  beau- 
tiful, do  not  penetrate  into  the  glass,  but  remain  on  the  surface, 
especially  with  verdigris,  fine  lake,  peach-stone  black,  or  char- 
coal black,  and  generally  all  the  colours  which  have  no  body, 
and  also  with  fine  azure,  that  is,  ceneri  azzurri,  give  a  coat 
of  nut  oil  or  linseed  oil,  which  last  is  to  be  preferred  for 
painting  on  glass,  according  to  the  painting  which  you  wish  to 
execute,  and  let  it  dry  in  the  shade  ;  then  grind  up  the  colour 
with  the  same  oil,  and  paint  upon  the  coat  of  oil  and  let  it  dry, 
and  it  will  be  beautiful ;  and  although  the  colour  does  not 
penetrate,  it  will  for  a  long  time  remain  beautiful,  and  you 
may  even  varnish  it  afterwards,  according  to  the  best  of  your 
skill. 

And  with  these  colours,  and  with  coloured  glasses  brought 
from  Germany,  and  with  ornamental  works  done  with  gold 
"ut  scis,"  on  glass,  you  will  make  beautiful  windows  and 
other  works. 

And  when  you  paint  with  the  verdigris,  if  you  grind  some 
saffron  in  the  same  manner  with  the  before-mentioned  oil, 
and  with  this  distemper  the  verdigris,  it  will  be  a  green  so 
much  the  more  beautiful,  &c. 

You  may  also  paint  with  these  colours  on  window  glasses 
and  on  drinking  glasses,  and  on  other  utensils  made  of  glass  ; 
and  you  may  also  fasten  on  the  glass  leaf  gold  and  silver ;  and 
on  this  you  may  paint  with  colours  or  smalti,  whichever  you 
please ;  and  in  the  same  manner  you  may  lay  divers  colours 
over  each  other,  and  you  will  thus  execute  most  beautiful 
works  on  glass  or  crystal,  on  vases,  windows,  and  bell-glasses, 
and  on  plates  of  glass  which  are  to  be  afterwards  joined  toge- 
ther, and  a  thousand  different  kinds  of  painting  according  to 
your  taste,  &c. 

328.  If  you  wish  to  paint  on  glass  ^^  a  putridoy — First  lay 


COLORI  DIVERSI  PER  COLORIRE  VETRI.  617 

acqua  tante  volte  che  sia  bene  purghato  come  si  fa  al*  oro 
maciDato :  poi  tempera  questo  ariento  con  acqua  di  ghoma  che 
sia  dolce  et  lasda  secchare  ;  poi  quoci  in  foraace  ut  supra  et 
verra  molto  bello  etc. 

Se  Yuoi  colorire  d'  altri  colori  e  quali  saranno  begli  ma  non 
penetrano  nel  vetro,  ma  stanno  in  superficie  :  et  maxime  verde- 
rame,  laccha  fine,  nero  di  noccioli  di  pesca  arsi,  o  di  carbone 
et  universalmente  tutti  e  colori  che  non  hanno  corpo  et  azurro 
fine  .  1.  di  cenere,  etc.  Da  col  pennello  una  mano  di  olio  di 
noce,  o  di  lino  e  meglio  in  sul  vetro  secondo  la  dipintura  che 
vuoi  fare,  poi  lascialo  bene  secare  a  1'  ombra,  poi  macina  el 
colore  con  detto  olio,  et  dipingi  sopra  quelle,  et  lascia  secchare ; 
et  sara  bello,  et  benche  non  penetri  durera  assai  tempo  bello, 
puoi  etiam  poi  invemicarlo  ut  scis. 


Et  con  questi  colori  et  con  vetri  coloriti,  che  vengono  della 
magna,  et  con  lavori  fatti  d'  oro  ut  scis  in  sul  vetro  farai  bellis- 
sime  finestre  et  lavori. 

Et  quando  tu  dipingi  col  verderame,  macina  del  zafFerano  al 
medesimo  modo  con  detto  olio  et  con  questo  tempera  el  colore 
del  verderame  et  sara  tanto  piu  bello  verde  etc. 

Puoi  etiam  in  su  vetri  da  finestre  et  bicchieri,  et  altri  lavori 
di  vetro  fare  lavori  di  questi  colori  et  puoi  etiam  appiechare  in 
sul  vetro  V  oro  et  1'  argento  di  pezi,  et  in  su  quelle  lavorare  di 
colori  et  di  smalti  quelle  che  vuoi  etiam  di  diversi  colori  V  uno 
sopra  r  altro,  et  in  questo  modo  farai  lavori  bellissimi  sopra 
vetro  o  cristallo,  sopra  vasi,  finestre,  et  campane,  et  piastre  di 
vetro  da  congiungerle  poi  insieme,  et  fare  mille  lavori  secondo 
la  tua  fantasia. 


328.  Se  vuoi  dipigniere  in  sul  vetro  a  /?M/ru/a.  —  Da  prima 
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on  a  coat  of  sofk;  and  hot  glae,  and  when  this  is  dry  paint 
on  it. 

You  may  temper  the  colours  with  yolk  of  egg,  and  also  with 
weak  and  slightly  warm  glue,  the  blue  and  white  especially, 
for  these  two  colours  are  much  more  beautiful  and  bright  when 
distempered  with  glue  than  with  yolk  of  egg. 

When  you  paint  with  blue  in  fresco,  that  is,  on  walls,  and 
you  desire  that  it  may  retain  its  colour  and  not  turn  black,  as 
generally  haCppens  to  the  blues,  distemper  the  colour  with  the 
milk  of  goats  or  of  any  other  animal.  This  I  had  from  Master 
Andrea  de  Salerno. 

329.  The  mode  of  making  the  best  black  printing  ink. — Make 
a  large  lantern^  two  feet  and  a  half  broad  on  each  side,  and  ten 
or  twelve  feet  in  height,  and  coyer  it  with  cotton  paper  or 
parchment,  for  one  is  as  good  as  the  other,  and  let  there  be  a 
door  at  the  foot  of  it,  and  put  into  it  a  tripod,  and  on  the  tripod 
a  pan,  and  on  the  pan  two  pounds  of  Greek  pitch.  Set  the 
pitch  on  fire,  then  shut  the  door ;  take  care  that  the  lantern  is 
air-tight,  and  let  the  pitch  burn  until  it  is  entirely  consumed, 
when  the  smoke  from  it  will  affix  itself  to  the  interior  of  the 
lantern  like  soot ;  then  take  out  the  earthen  pan  and  the  tripod> 
shut  the  door,  and  with  a  rod  beat  the  outside  of  the  lantern, 
when  the  black  will  fall  to  the  bottom,  leave  it  to  settle  there ; 
then  take  it  out  and  preserve  it  for  use.  But  if  you  wish  to 
clean  the  lantern  more  perfectly,  tie  some  hen's  feathers  to  a 
rod,  and  sweep  the  inside  of  the  lantern  with  these,  and  add 
the  black  which  you  thus  sweep  off  to  the  other  black.  When 
you  desire  to  make  printing  ink,  take  the  varnish  which  is  used 
for  varnishing,  and  the  more  perfect  its  quality  the  better.  But 
in  default  of  other,  you  may  use  that  common  sort  which  is 
sold  by  the  apothecaries^  for  varnishing  wood  and  similar 
things,  and  procure  a  wooden  rod,  such  as  is  used  in  making 
carpenters*  glue,  with  which  the  varnish  is  to  be  stirred ;  and 
put  some  of  the  black  into  it,  and  liquefy  it  as  you  require  it ; 
and  with  this  you  know  books  are  printed,  &c. 

*  See  the  recipe  for  **  Vernice  comune,*'  No.  406. 
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una  mano  di  colla  dolce  et  calda  et  quando  e  seccha  dipingiyi 


sii. 


Et  puoi  temperare  i  colori  col  tuorlo  dello  tuovo,  et  etiara 
COD  la  colla  dolce  et  un  poco  calda,  et  maxime  lo  azurro  et  el 
bianco  per  quest!  due  colori  ▼engono  piu  begli  et  piu  chiari  a 
temperargli  con  la  colla  che  con  1'  uovo. 

£t  quando  tu  dipiugi  con  Y  azurro,  in  fresco  cioe  in  sul 
muro  et  tu  voglia  che  mantenga  il  colore  et  non  riventi  nero 
come  comunemente  fanno  gli  azurri,  temperalo  col  latte  o  sia  di 
capra  o  d'  altro  non  importa.  Hoc  habui  a  Magistro  Andrea 
de  Salerno. 

329.  Modo  di  fare  el  nero  da  stampare  e  libri  optima. — Fa 
un  lantemone  largo  per  ogni  verso  un  braccio  et  quarto  et  alto 
cinque  o  sei  braccia,  et  incartalo  di  carta  bombligina  o  pecora 
Dou  importa ;  et  da  pie  fa  che  habbia  uno  sportello  et  mettivi 
un  tre  pie  et  in  sul  tre  pie  un  tegame ;  et  nel  tegame  due  libre 
di  pece  greca  et  metti  fuoco  nella  pece,  et  serro  lo  sportello,  et 
fa  che  el  lantemone  non  sfiati  da  alcuna  parte,  et  lascia  ardere, 
tutto  el  fumo  che  riesce  s'  appicha  per  il  lantemone,  a  uso  di 
filiggine ;  alhora  cava  el  tegame  et  el  tre  pie,  et  sera  lo  spor- 
tello, poi  batti  di  fuora  el  lantemone  con  una  bacchetta,  et 
quella  materia  chaschera  in  fondo,  lasciala  riposare,  poi  la  cava 
et  serbala  et  se  tu  vuoi  meglio  nettare  il  lantemone,  in  sur  una 
bacchetta  legate  penne  di  gallina  et  spazalo  dentro  per  tutto, 
et  questo  serba  col  primo,  et  quando  voi  fare  la  compositione 
per  istampare,  togli  vernice  fatta  da  invemicare,  quanto  mig- 
liore  e  tanto  e  meglio :  ma  basta  di  quella  comune  che  vendono 
gli  spetiali  per  invemicar  legname  et  ogni  cosa  :  et  habbia  un 
menatoio  di  legno  di  quegli  da  fare  colla  da  legnaiuoli,  et  ri- 
mena  di  questa  vernice  et  metti vi  di  questa  materia,  et  falla 
liquida  a  tuo  proposito,  et  con  questa  si  stampa  i  libri  come  tu 
sai,  eiC/. 
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339.  Mordant  for  gilding  glasB^  which  has  been  tried  by  a 
Venetian  friar. — Take  one  ounce  of  mastic  which  has  been 
roasted,  not  burnt,  but  dried  carefully,  one  ounce  of  coperosa* 
which  must  be  fine  and  white  and  not  grey,  one  ounce  of  var- 
nish in  grains,  and  half  an  ounce  of  burnt  roche  alum.  Pul- 
verize the  ingredients  finely,  and  grind  them  up  with  well  puri- 
fied linseed  oil.  When  you  use  this  mordant,  grind  it  with 
linseed  oil  well  purified,  and  when  you  use  it  distemper  it  with 
the  same  oil,  so  that  it  may  be  of  the  consistence  of  ink,  lay  it 
on  the  glass,  and  expose  it  to  the  sun  when  it  does  not  shine 
very  strongly,  and  if  the  sun  is  very  hot,  place  it  in  the  shade, 
but  in  such  a  place  that  the  sun  may  be  reflected  on  it^  and  let 
it  dry  so  far  that  when  touched  with  the  finger  a  slight  impres- 
sion may  be  left  on  it.  When  this  is  the  case,  lay  on  the  gold 
and  let  it  dry  well ;  then  clean  it  with  the  cotton,  varnish  the 
gold,  and  let  it  become  perfectly  dry. 

But  do  not  wash  vases  gilded  in  this  manner  except  with  fresh 
water,  and  be  very  careful  in  rubbing  them. 

Linseed  oil  is  thus  purified : — Boil  it  over  the  fire  with  water 
for  3  or  4  hours,  then  let  it  settle  and  separate  it  from  the 
water. 

^  Tried  by  the  painter  Fundano? — A  most  excellent  mor- 
dant for  laying  gold  on  oil  paintings,  on  walls,  on  wood,  on 
leather,  on  silk,  and  on  cloth,  and  on  everything  you  please, 
first  lajdng  on  glue  (and  fish  glue  is  best)  wherever  you  may 
wish  to  lay  on  gold ;  and  the  glue  must  be  applied  thinly  on 
cloth  and  similar  things  in  order  that  the  cloth  and  silk  may  not 
absorb  it.  The  glue  being  laid  on  and  dried,  the  mordant  is 
applied,  and  then  immediately  the  gold,  leaving  it  to  dry,  and 
not  burnishing  it.  So  where  there  is  no  glue  lay  on  the  mor- 
dant, and  immediately  after  apply  the  gold. 

346.  On  marble  and  stones, — Take  linseed  oil  boiled  in 
the  usual  way,  and  take  giallolino  and  verdigris  and  tow  (?) 
in  equal  parts ;  grind  these  things  dry,  then  mix  them  with 

'  Sulphate  of  Zinc.  2  Fro^  p  1^7  of  MS. 
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339.  Mordente  per  porre  oro  in  vetro  exfratre  mnitiano  pro- 
vato. — ^Togli  mastice  abbruciato,  ma  non  sia  arso,  ma  diseccato 
dlscretamente  once  una,  et  coperoea  che  sia  bella  et  bianca  et 
non  bigia  oncie  una.  Vemice  in  grani  oncie  ima.  AUume  di 
rocha  arso  oncie  mezza.  Polverizza  ogni  cosa  sottilmente,  et 
macina  con  olio  di  liHo  bene  purificato :  et  quando  lo  adoperi 
stemperalo  etiam  cum  questo  olio  che  rengo  come  inchiostro 
c^oe  corrente ;  et  polio  in  sul  vetro,  et  poi  polio  a  sole  che  non 
sia  molto  caldo ;  et  se  el  sole  fussi  caldo  assai  polio  a  sechare  a 
Tombra  dove  el  caldo  del  sole  reverbera,  et  secchisi  tanto  che 
resti  in  modo  che  toccandolo  col  dito  pizichi  un  poco  et  all'hora 
poni  loro  et  lascia  seccare  poi  spaza  e  campi  con  la  bombagnia 
quando  e  secco  bene.  Et  poi  davi  su  la  vernice  in  su  loro  et 
falla  bene  seccare. 


Ma  non  lavare  questi  vasi  dorati  in  questa  maniera,  se  non 
con  acqua  fresca  et  stropicciali  discretamente. 

L'olio  di  lino  si  purifica  cosi :  fallo  bolire  al  fuoco  tre  o 
quattro  bore  con  I'acqua,  poi  lascialo  riposare  poi  separalo  dall' 
acqua. 

£x  pinctore  fandano  provato. — Mordente  ottimo  a  porre 
oro  in  muro  sopra  dipinture  a  olio  in  su  legno  in  cuojo  et 
seta  in  tela,  ma  dando  prima  la  coUa  et  in  su  ogni  altra  cosa 
che  vuoi,  dando  la  colla  dove  bisognassi  darla :  et  di  pescie  e 
meglio,  et  in  su  tela  o  simili  cose  da  la  un  poco  tenaretta  accioche 
la  tela  o  seta  non  la  bea,  et  data  la  colla  et  seccha  si  pone  el 
mordente  et  subito  Toro  et  lascia  secchare  et  non  brunire,  simil- 
mente  dove  non  si  pone  la  colla,  poni  el  mordente  et  subito  Toro. 


346.  In  sul  marmo  et  pietre. — ^Togli  olio  di  seme  di  lino  se- 
conda  la  quantita  che  ne  vuoi  fare,  cotto  ut  scis  et  togli  giallo- 
lino,  verderame,  et  stoppino  in  parte  eguale,  macina  queste 

3  Lanzi  mentions  seven  painters  of  the  name  of  Fontana,  most  of  whom 
flourished  in  the  sixteenth  century. 
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oil,  and  lay  the  first  coat  on  the  marble  or  stone,  and  let  it 
dry.  This  is  done  on  account  of  the  fragility  of  the  marble, 
in  order  that  it  may  not  spoil  the  other  things  which  are  laid 
on  it,  &c. 

Then  lay  on  a  coat  of  liquid  and  hot  glue,  and  proceed  as 
above  directed. 

Although  these  coats  must  be  very  dry  they  should  not 
remain  long  exposed  to  the  sun,  but  for  a  short  time  only,  espe- 
cially in  winter,  and  then  rather  to  prevent  their  being  cold  than 
for  the  purpose  of  drying  them  in  the  sun. 

^  And  observe,  as  an  universal  rule,  that  all  oil  mordants  resist 
the  water,  and  that  those  in  which  no  oil  is  used  do  not  with- 
stand the  water,  &c. 

Also  when  you  wish  to  lay  the  mordant  on  polished  iron  or 
marble,  or  any  other  polished  surface,  you  must  first  lay  on  a 
coat  of  glue  neither  too  thin  nor  too  thick,  and  let  this  dry ; 
then  lay  on  the  mordant,  and  then  the  gold,  because  without 
the  glue,  the  mordant  would  not  adhere  firmly. 

351.  Item.  A  rmst  excellerd  mordant  of  garlic  juice  for  gild- 
ing  all  things^  pasteboard,  panels,  walls,  iron,  marble,  tin,  gesso, 
and  leather,  even  if  they  are  rough. — Take  gum  ammoniac,  re- 
duce it  to  powder  by  pounding  it  on  a  stone  with  garlic  juice,  and 
while  grinding  it,  add  a  little  gum  arabic  in  such  quantity  that 
all  the  substances  which  you  are  grinding  may  have  a  slight  pro- 
portion of  it,  because  if  you  were  to  put  too  much  it  would  dry 
too  quick.  Then  grind  up  so  much  bole  as  will  colour  the  whole 
substance,  and  grind  up  all  these  things  together  one  after  the 
other  with  garlic  juice  strained  through  linen,  and  if  during  the 
grinding  these  ingredients  should  become  too  viscous  on  account 
of  the  garlic  juice  and  consequently  difficult  to  grind,  add  some 
vinegar,  but  not  more  than  is  necessary.  It  is  then  finished, 
and  you  may  use  it  immediately,  distempering  it  with  vinegar  so 
that  it  may  be  sufficiently  liquid  and  may  flow  well  on  the  pencil. 
If  you  wish  to  preseiTe  it  ready  made,  it  will  keep  for  some 


»  From  p.  171  of  MS. 
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cose  asciutte  et  mescola  con  Tolio,  et  da  il  primo  letto  in  sul 
marmo  o  pietra,  et  lascia  secchare,  et  questo  »  fa  per  la  fra- 
gility del  marmo  accib  che  la  non  guasti  I'altre  cose  che  vi  si 
pongano  su  ete. 

Poi  da  una  mano  di  colla  liquida  et  calda  poi  fa  tutto  come  e 
detto  di  sopra. 

Queste  cose  anchora  che  bisogni  sieno  bene  secche  non  Tog- 
liono  molto  stare  al  sole  se  non  un  poco,  et  maxime  di  vemo, 
piu  per  conforto  del  freddo  cbe  per  secchare  col  sole. 

£t  nota  che  universalmente,  tutti  e  mordenti  a  olio  reggono 
a  Pacqna  il  che  non  fanno  gli  altri  che  non  sono  fatti  con 
Tolio  etc. 

Itemquando  vuoidare  il  mordente  in  sul  ferropulito,  o  mar- 
mo o  altra  simile  cosa  liscia :  da  prima  una  mano  di  colla, 
non  troppo  liquida  ne  troppo  tenace,  et  lasciala  seccare,  poi  da 
el  mordente,  poi  poni  Toro :  perche  senza  quella  colla  non  si 
appicherebbe  bene  el  mordente. 

351.  Item,  Mordente  di  suffho  (Tofflo  ottimo  per  porre  cro  in 
su  ogni  cosa^  cartoni^  tavola^  murOj  ferro,  marmo^  stagno^  gesso^ 
$opra  corame  etiam  cheftisse  crespo- — Togli  armoniaco  et  pes- 
talo  in  polyere  prima,  poi  lo  macina  in  su  la  pietra  con  sugho 
d'aglo  poi  vi  metti  macinando  un  poco  di  gomma  arabica,  tanta 
che  tutta  quella  materia  macinata  ne  senta  per  tutto  modes- 
tamente,  perche  la  troppa  sarebbe  troppo  di  secchativa,  poi  simul 
etiam  macina  tanto  bolio  che  dia  colore  a  tutta  questa  materia, 
tutte  queste  cose  macina  insieme  I'una  dopo  I'altra  con  sugo 
d'aglo  colato  per  peza,  et  se  nel  macinare  queste  cose  le  fossino 
troppo  viscose  per  amore  del  sugo,  et  non  le  potessi  cosi  bene 
macinare,  mettivi  dello  aceto  quanto  puoi  forse  tanto  che  basti 
a  fare  bene  macinare  et  e  fatto :  £t  lo  puoi  adoperare  al*  bora 
se  tu  vuoi,  et  stemperalo  con  I'aceto  tanto  che  sia  liquido  che 
corra  bene  col  pennello  a  tuo  proposito.  £t  se  tu  lo  vuoi  serbare 
fatto  dura  assai  tempo  et  quando  ne  Yuoi  adoperare  sendo  sodo 
stempera  con  aceto  ut  dictum  est. 


'I 
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time,  and  when  you  wish  to  use  it,  distemper  with  vinegar  as 
previously  directed. 

353.  Item.  A  mordant  of  garlic  juice. — Pound  the  garlic, 
and  pass  the  juice  through  a  linen  cloth,  then  grind  up  this  juice 
with  a  little  white  lead  to  give  it  proper  body,  adding  Arme- 
nian bole  in  quantity  sufficient  to  colour  it  entirely^  and  as  much 
urine  as  is  sufficient  to  enable  you  to  grind  and  incorporate  it 
well,  to  make  it  sufficiently  liquid  to  be  applied  well  with  the 
pencil.  Then  lay  it  on  your  work,  let  it  dry,  moisten  it  by 
breathing  on  it,  lay  on  the  gold  and  fix  it  with  cotton ;  then  let 
it  dry.  You  may  preserve  this  mordant  for  some  time  after  it 
is  made,  and  when  you  wish  to  use  it,  if  you  find  it  hard  dis- 
temper it  with  urine,  then  gild  and  burnish  the  work.  And  I 
think,  according  to  the  experience  that  I  have  had  of  the  simple 
garlic  juice,  that  it  is  good  for  laying  gold  on  almost  every- 
thing, even  on  marble,  and  it  is  not  affected  by  the  dampness 
of  the  marble,  or  by  the  dampness  of  its  situation  unless  it  is 
exposed  to  the  rain,  and  in  this  case  every  mordant  of  garlic  is 
affected. 

And  if  you  wish  to  gild  on  silver  with  amalgam  in  some  places 
only,  and  not  all  over,  lay  garlic  juice  with  the  pencil  over 
those  parts  to  which  you  intend  the  gold  shall  not  adhere,  and 
let  it  dry.  Then  lay  on  the  gold  with  the  amalgam  all  over, 
just  as  any  other  thing  is  gilded  with  amalgam,  and  the  gold 
will  not  adhere  to  those  parts  on  which  garlic  has  been  ap- 
plied, and  you  will  thus  have  the  gold  alone  on  clean  grounds. 
You  may  then  remove  the  garlic  juice  from  the  work  and  clean 
it  well,  and  in  this  manner  you  may  execute  beautiful  works. 

Take  also  any  work  executed  in  tin  after  your  own  design, 
and  clean  it  well ,  then  cut,  or  pound,  or  bruise  a  clove  of  clean 
garlic,  and  anoint  well  with  it  the  tin  over  the  design  on  which 
you  wish  to  lay  the  leaf  gold ;  then  gild  and  fix  the  gold  with 
the  cotton,  and  let  it  dry ;  afterwards  burnish  it  dexterously, 
and,  lastly,  uncover  the  ground  of  tin  which  you  did  not  intend 
to  gild.  On  these  you  may  paint  or  enamel,  or  varnish,  and 
execute  most  beautiful  works. 
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353.  Item.  Mordeiite  di  sugo  daglo. — Pesta  I'aglo  et  passalo 
per  peza,  poi  macina  di  questo  sugo  con  un  poco  di  biacca  tanto 
che  gli  dia  corpo  a  digcritione,  et  poi  tanto  bolio  armenio  che 
tinga  quella  qualita  che  tu  macini,  et  tanta  orina  che  basti  a 
farla  bene  macinata,  et  incorporata,  et  liquida  a  tuo  proposito  per 
darlo  col  pennello,  et  polio  in  sullavoro  et  lascialo  secchare,  poi 
lo  rinvieni  con  \  alito  caldo,  et  poni  T  oro,  et  fermalo  con  la  sua 
bambagia,  et  lascialo  seccare ;  poi  spaza  e  campi  ut  scis.  Questo 
mordente,  dura  assai  tempo  fatto,  et  quando  ne  vuoi  adoperare 
et  fussi  duro,  stemperalo  con  1'  orina,  pruova  a  brunire.  Et 
credo  secondo  la  esperientia  che  ho  del  sugo  d'  aglio  semplice 
che  sia  buono  a  porre  olio  quasi  in  su  ogni  materia ;  et  etiam 
in  sul  marmo,  et  non  rinviene  propter  humiditatem  marmoris 
nee  loci  humidi,  nisi  desuper  pluat,  il  che  fa  etiam  ogni  mor- 
dente d'  agio. 


Et  se  vuoi  dorare  sopra  argento  com  malgama  et  vuoi  che 
resti  dorato  in  alcun  luogo  et  non  per  tutto,  dove  tu  vuoi  che 
r  oro  non  si  appichi ;  da  col  pennello  sugo  d'  agio,  et  lascialo 
secchare ;  poi  da  \  oro  con  la  malgama  per  tutto  come  si  dora 
ognaltra  cosa  con  malgama,  et  dove  sara  il  sugo  dello  aglio, 
non  si  attachera,  et  cosi  harai  1'  oro  solo  in  su  campi  netti,  poi 
puoi  levare  el  sugo  del  aglio  et  nettare  bene,  et  farai  lavori 
begli  et  netti. 


Togli  etiam  el  lavoro  di  stagno  fatto  a  tuo  modo  et  nettalo 
bene,  poi  habbia  uno  spicchio  d'  agio  mondo,  et  taglialo  o  sop> 
pestalo^  o  masticalo  et  poi  ugni  con  esso  sottile  lo  stagno  sopra 
el  disegno  dove  tu  vuoi  porre  1'  oro  di  pezzi  et  ponvi  loro  et  fer- 
malo bene  con  la  bambagia  poi  lo  lascia  secchare,  poi  lo  bru- 
nisei  destramente,  et  poi  scoprire  poi  e  campi  dello  stagno  dove 
tu  non  vuoi  che  sia  loro,  puoi  etiam  sopra  loro  dipignere  smal- 
tare  invernicare,  et  farai  lavori  bellissimi. 
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You  may  also  draw  what  you  please  on  the  tin,  and  gild  the 
remainder  of  the  ground  ;  thus  the  works  will  he  tin,  and  the 
ground  gold. 

You  may  also  try  the  experiment  on  parchment  or  cotton 
paper,  first  polishing  it,  and  then  anointing  it  with  the  cut 
clove  of  garlic,  having  previously  bruised  or  pounded  the 
garlic,  if  necessary,  gilding  it  as  above  and  burnish  it  if  you 
please. 

370.  Colours  tempered  with  oil  are  prepared  in  the  following 
manner^ — Grind  up  the  colour  with  linseed  or  nut  oil  as  stiff  as 
you  can,  that  is,  with  as  little  oil  as  possible,  and  so  that  it  may 
be  very  fine,  and  that  on  being  felt  between  the  fingers,  no 
hard  grains  can  be  perceived ;  and  when  you  paint  with  it,  if 
you  find  the  colour  too  stifi^,  dip  the  pencil  in  a  little  oil  and 
incorporate  it  well  with  the  colour. 

377.  A  most  excellent  glue  for  damp  and  moist  places  which 
alvoays  becomes  harder^  but  ordy  fears  the  heat,  and  fixes  every ^ 
thing  to  wood  and  sfone^  which  must  be  as  smooth  as  porphyry. — 
Take  one  pound  of  good  yellow  wax,  nine  ounces  of  liquid 
varnish,  and  one  pound  of  black  naval  pitch.  Put  the  varnish 
into  a  pipkin  over  a  slow  fire,  that  is  hot  enough  to  liquefy 
without  burning  it ;  ^  then  throw  in  the  wax,  liquefy  it  in  the 
same  manner  and  incorporate  it  well  with  the  vamish  ;  then  do 
the  same  with  the  pitch,  having  previously  pounded  it,  etc.  Then 
take  Armenian  bole  ground  to  a  fine  powder,  and  stir  some  of 
it  into  the  other  ingredients  until  the  whole  material  becomes 
liquid,  and  yet  so  tenacious  that  it  fixes  and  holds  together 
firmly  the  things  which  you  wish  to  glue  together ;  and  you  must 
stir  the  ingredients  well  together  and  use  them  warm,  because  in 
a  short  time  the  cement  hardens  so  that  you  cannot  glue  with 
it.  And  when  you  have  applied  it  where  you  please,  and  wish  to 
make  the  surface  smooth  and  polished,  take  a  firebrand  firom 
the  fire  and  bring  it  near  to  the  glue  until  the  heat  causes  it  to 
liquefy  and  spread ;  you  should  also  move  about  the  firebrand 


*  A  proof  that  varnish  was  extremely  viscous,  if  not  absolutely  solid. 
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£t  puoi  etiam  disegnare  lo  stagno  secondo  che  ta  vuoi  et  poi 
el  resto  de  campi  mettere  a  oro  et  cosi  e  lavori  saranno  bianchi, 
et  el  campo  doro. 

Puoi  prouare  anchora  ad  ugnere  la  carta  pecora  et  bamba- 
gioa,  prima  lisciata  et  poi  ugnerla  sottilmente  con  lo  spicchio 
del  aglio  tagliato,  et  se  bisogna  masticato  o  sottoposto  et  porre 
r  oro  ut  supra  et  vedere  se  esibrunisse. 

■ 

370.  E  colori  temperoH  a  olio  si  fanno  in  questo  modo. — 
Macina  el  colore  con  olio  di  lino,  o  di  noce  et  macinalo  duro 
quanto  puoi,  .1.  con  poco  olio,  quanto  puoi,  et  macinalo  tanto  che 
sia  bene  sottile  che  tu  lo  senta  col  ditto  senza  nocciolino  o 
rendina  alcuna :  similmente  quando  tu  dipigni  e  ti  fiissi  troppo 
sodo  toca  un  poco  d'  olio  col  pennello  et  incorpora  bene  col 
colore. 

377.  CoUa  ottima  per  luoghi  humidi  et  molli  che  sempre  piu 
indurisce,  ma  solo  feme  el  ealdo  et  appicha  ogni  cosa  insino  a  legno 
con  pietra  et  che  la  pietra  sia  liscia  come  porfido. — Togli  cera 
^alla  buona  libbra  una.     Vemice  liquida  oz.  nove.     Pece  nera 
navale  lib.  una.     Metti  la  vernice  in  unq  pignattino,  et  poni  al 
fuoco  lento  che  si  scaldi  bene,  et  si  squagli  et  non  arda,  poi 
mettivi  lacera  et  squagliala  similmente  et  incorpora  coUa  ver- 
nice ben,  poi  fa  similmente  della  pece  la  quale  prima  sia  pesta 
bene  etc.  poi  habbia  bolio  armenio  pesto  bene  in  polvere  et 
mettivene  su  tanto  che  tutta  questa  materia  resti  tanto  liquida 
che  possa  essere  tenace  in  modo  che  si  possa  bene  appicchare,  et 
tamen  pigU  et  tenga  forte  a  cose  le  quali  vuoi  incoUare  insieme, 
et  incorpora  bene  ogni  cosa  insieme,  et  subito  cosi  calda  incolla 
quello  che  vuoi,  perche  aspetta  poco  et  indurisce  poi  in  modo, 
che  non  potresti  incollare.     £t  quando  tu  1'  hai  posto  dove  tu 
vuoi,  et  tu  lo  voglia  fare  liscia  et  pulita  di  sopra,  togli  uu 
tizone  di  fuoco  et  accostalo  alia  coUa  tanto  che  senta  el  ftioco 
et  si  distenda  per  se  medesima,  et  va  menando  il  tizone  per 
tutto  et  falla  distendere,  et  assottigliare  a  tuo  modo,  et  verra 
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over  the  surface  of  the  glue,  and  melt  it  so  that  it  at  length 
becomes  smooth  and  beautiful,  &c.  And  on  puttuig  the  work 
which  you  have  cemented  into  water,  it  will  immediately  be- 
come very  hard. 

394.  Modes  of  making  divers  varnishes  ;  and  firstj  of  "  fen- 
^iri"  (Benzoin),  which  will  dry  in  the  shade, — ^Take  2  oz.  of 
spirit  of  wine  which  has  been  distilled  4  times  (that  which 
has  been  distilled  3  times  will  do,  but  not  so  well),  and 
one  ounce  of  benzoin.  Put  the  ingredients  into  a  bottle, 
and  shake  them  until  the  benzoin  is  dissolved ;  the  varnish  is 
then  finished.  It  must  be  kept  in  a  vessel  closely  stopped. 
This  is  a  very  fine  varnish  upon  miniatures  and  all  other  deli- 
cate works,  on  paste,  or  glue,  or  wood,  and  also  on  paper  and 
glass. 

395.  Item,  a  varnish. — Take  one  pound  of  linseed  oil,  boiled 
"ut  scis,"*  etc.,  and  anoint  the  vessel  with  it  while  hot,  and  4 
ounces  of  pounded  carabe;  *  place  it  to  dissolve  with  the  bottle 
closed  on  the  coals,  and  when  it  is  nearly  dissolved  pour  in 
the  hot  ml  and  stc^  it  up ;  afterwards,  at  the  proper  time,  when 
the  whole  is  dissolved^  stir  in  3  oz.  of  alum. 

Dilute  the  varnish  with  the  necessary  quantity  of  naphtlia, 
or  linseed  oil,  or  spirit  of  wine,  and  use  it  warm. 

396.  Item,  a  varnish  of  benzoin,  which  dries  very  quickly  and 
may  be  used  on  everything,  because  it  is  pale  and  admirable  for 
all  delicate  works,  —Put  into  a  large  glass  vessel  5  ounces  of 
good  spirit  of  wine,  with  an  ounce  of  fine  benzoin  pounded 
into  very  small  pieces ;  stop  the  vessel  closely,  and  agitate  it 
until  the  benzoin  is  well  dissolved.  Then  let  it  stand  for  a  day 
and  a  night ;  pour  ofl^  the  clear  part,  throw  away  the  sediment 
at  the  bottom,  and  keep  the  liquid  in  a  well-closed  glass  vessel : 
this  liquid  is  the  varnish. 

397.  Item,  an  excellent  varnish  which  is  made  without  the  aid 

-  —  ■  ^  ■  -^  — — - — --,--.  ■  ■■,  ,    ^ ,  — - 

^  Ut  scis,  &c.     See  ante,  No.  339,  p.  620. 

2  The  word  is  written  ''Carbonc'*  in  the  MS.  in  the  Marciana,  and 
**  carabone"  in  recipes  somewhat  similar  in  the  Nuovo  PHco  and  Abece- 
dario.    I  have  ventured  to  translate  it  "  carabe  "  (amber),  because  it  is  quite  j 
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liscia  et  bella  etc.     £t  mettendo  il  lavoro  inooUato  ueW  acqua 
firesca  si  fara  subito  durissima. 


394.  Modi  di  fare  vemice  di  Ver$e  et  prima  di  bengivi  che 
secha  etiam  aV  cnnbra. — Togli  aoqua  vite  stillata  qtiattro  volte, 
tre  volte  &,  ma  ncm  si  perfettamente  oz  due  bengivi  oz  una  di- 
goaza  in  ampolla  usque  ad  solutione  belzui  ut  scis,  et  e  fatta : 
serbala  turata :  questa  e  cosa  finissima,  quasi  sopra  miniature, 
et  (^ni  altro  lavoro  fine  di  pasta,  o  oolle  o  legname  et  cartoni, 
et  vetro. 


395.  Item  vemice* — Togli  olio  di  lino,  libre  una  cotto  ut  scis 
etc.  ugni  la  boccia  cum  illo  calido :  carbone  oz  quattro,  pesta  et 
poni  a  solvere  con  la  boccia  turata  in  su  carboni,  et  quando  e 
quasi  soluta  inmitte  olium  calidum  et  tura ;  de  inde  tempore 
suo  quantum  est  solutum,  inmitte  tres  uncias  aUuminis. 

Stempera  con  olio  di  sasso  .  I .  petronio  o  di  lino  o  acqua  vite 
qn  opz  caldar,  ut  scis  etc. 

396.  Item  Vemice  di  bengivi  che  seccha  prestissimo  etpuossi 
dare  in  offni  luogo  perchh  h  chiara  et  mirabile  in  su  ogni  lavoro 
Jlnissimo. — Metti  in  una  ampolla  grossa  di  vetro  oz  cinque  d' 
aoqua  vite  buona,  et  una  oz  di  belzui  buono  pesto  in  pezzuoli 
minuti,  et  metti  tutta  detta  acqua  et  tutto  il  bengivi  et  tura 
r  ampolla  bene  et  diguazala  tanto  che  d  bengivi  si  solva  bene : 
poi  lascialo  posare  un  giomo,  et  una  notte  poi  cavala  per  de- 
clinatione  et  buta  via  el  fondaccio  che  resta,  et  serva  questa 
acqua  bene  turata  nella  ampolla  et  questa  e  la  vemice. 

397.  Item  vemice  ottima  la  quale  si  fa  semafuoco^  et  seccha 

clear  that  carbone  does  not  liquefy  over  the  fire,  and  because,  after  a  diligent 
search,  I  can  attach  no  other  meaning  to  it.  I  consider  this  to  be  the  com- 
mon recipe  for  amber  varnish  :  the  amber  being  dissolved  in  a  vessel  pre- 
viously greased  to  prevent  it  from  burning,  before  the  hot  oil  is  added. 

X  2 
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offire^  which  dries  very  quickly  vyithout  being  exposed  to  the  sun^ 
and  remains  very  clear,  and  with  which  may  be  varnished  any- 
thing  painted  on  panel,  pasteboard,  or  iron. — ^Take  spirit  of  wine 
which  has  been  rectified  at  least  three  times,  because  otherwise 
it  would  not  dissolve  the  benzoin  properly,  and  put  it  in  a  glass 
vessel ;  then  take  some  benzoin  and  add  either  at  once,  or  a 
little  at  a  time,  that  quantity  which  you  know  to  be  sufficient. 
Then  stop  up  the  bottle  and  agitate  it  until  the  benzoin  is  en- 
tirely dissolved ;  and  if,  after  it  is  dissolved,  it  is  of  the  con- 
sistence of  good  "  vemice  liquida,"  and,  as  it  were,  tenacious, 
and  varnishes  well,  it  is  finished ;  but  if  it  is  too  thick,  add 
more  spirit  of  wine  until  you  bring  it  to  the  correct  standard  ; 
and  if  it  is  too  thin,  add  more  benzoin.  You  may  then  pre- 
serve it  for  use. 

398.  Item,  a  varnish  tried  by  Master  Jacopo  de  Monte  San 
Savino,  the  Sculptor,  which  is  proper  for  every  kind  of  work 
and  on  all  materials, — ^Take  one  ounce  of  sandarac,  groimd  to 
a  very  fine  powder,  and  3  ounces  of  clear  nut  oil.  Heat  the 
oil  in  a  glazed  pipkin  over  a  slow  fire  in  the  same  manner  as 
linseed  oil  is  boiled ;  then  add  the  powdered  sandarac  a  little 
at  a  time  until  it  is  dissolved ;  add  to  it  also  at  the  same  time 
so  much  clear  incense  finely  powdered  as  will  impart  a  pleasant 
savour  to  the  whole  mixture,  stirring  it  well  that  it  may  dis- 
solve, and,  if  you  please,  you  may  also  add  a  sufficient  quantity 
of  burnt  and  pounded  roche  alum  to  have  a  sensible  effect  on 
the  whole  composition ;  and  the  addition  of  the  alum  will  im- 
prove the  varnish  if  you  stir  it  until  it  is  dissolved.  It  should 
then  be  strained  through  a  linen  cloth,  and  afterwards  exposed 
to  the  sun  and  dew  until  a  sediment  is  formed,  which  should 
be  separated  by  pouring  off  the  clear  varnish,  after  which  it 
will  be  ready  for  use. 

399.  Item^  a  varnish  which  spreads  like  oil,  dries  quickly,  and 
is  very  lustrous  and  beautiful,  appearing  like  a  glass  mirror,  and 
which  is  admirable  for  adhering  firmly  and  for  varnishing  lutes 
and  similar  things. — Take  one  pound  of  linseed  oil,  boil  it 
in  the  proper  manner  in  a  clean  glazed  pipkin,  add  to  it  half 
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$enza  sole  prestissimo^  et  resta  molto  chiara^  et  si  pub  vemicare 
ogni  lavoro  dipinto  in  tavola  o  in  cartoni  o  sul  ferro. — Togli 
acqua  vite  che  sia  passata  ire  volte  almanco  perche  non  sol- 
verebbe  bene  altrimenti  et  mettila  in  una  ampolla  di  vetro,  et 
togli  del  bengivi  et  mettivene  dentro  quella  quantita,  tutta  a 
un  tratto,  o  a  poco  a  poco  che  sia  abastanza  ut  intelliges :  et 
tura  V  ampolla,  et  digiiaza  tanto  che  el  bengivi  si  solva  tutto 
bene,  et  se  quando  e  soluto  ti  resta  come  vemice  liquida  buona, 
e  che  sia  in  modo  tenace  che  invemichi  bene,  a  1'  bora  e  fatta. 
Sin  autem,  se  fussi  troppo  dura  aggiungivi  tanta  acqua  vite 
che  tomi  ala  misura,  et  se  fussi  troppa  liquida  aggiugnivi 
tanto  bengivi  che  tomi  al  proposito,  et  serbala  et  adoperala. 


398.  Item  vemice  ex  Mag^.  Jacoho  de  MoTde  S.  Savino  scuU 
tore  provafa.  Et  serve  a  ogni  lavoro  et  in  ogni  materia. — Togli 
una  oz  di  vemice  in  grani  macinata  sottilissima  et  tre  oncie  di 
olio  di  noce  chiaro ;  quoci  Tolio  lento  igne  in  pignattino  inve- 
triato>  come  si  cuoce  1'  olio  di  lino  :  poi  mettivi  su  la  vemice  a 
poco  a  poco^  mestando  anche  quousque  solvatur :  poi  mettivi 
su  al  medesimo  modo  tanto  incenso  chiaro  polverizato  sottile, 
che  condischa  discretamente  tutta  la  materia  et  mescola  tanto 
che  si  solva  bene,  et  se  vuoi  poi  mettivi  tanto  allume  di  roccha 
arso  et  pesto  che  condischa  questa  materia  virtute  sua :  tanto 
sara  miglore,  et  mesta  quousque  solvatur.  Poi  colala  per  peza 
lina  poi  tienla  al  sole,  et  al  sereno  poi  colala  per  declinatione, 
et  serbala  et  adoperala  etc. 


399.  Item  Vemice  che  si  distende  come  olio  et  seccha  presto 
et  ^  molto  lustrante  et  bella  et  pare  uno  specchio  di  vetro  et  per 
stare  a  la  cosa  et  sopra  liuti  et  simile  cose  e  mirabile, — Togli 
per  una  misura :  una  libra  d'  olio  di  linseme,  et  quocilo  come 
si  fa  in  una  pignatta  invetriata  netta,  poi  vi  metti  su  mez£^ 
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a  pound  of  well  pulverized  clear  and  fine  Greek  pitch,  and 
stir  and  incorporate  the  whole  over  a  slow  fire ;  then  add  half 
a  pound  of  powdered  mastic,  and  the  moment  you  have  done 
so,  withdraw  the  pipkin  gradually  from  the  fire,  because  it 
swells  up,  and  incorporate  the  ingredients  thoroughly ;  then  re- 
place the  pipkin  on  the  fire,  and  keep  it  there  until  everything 
is  well  dissolved  and  mixed,  when  some  burnt  and  pounded 
roche  alum  of  the  size  of  a  nut  should  be  added  and  mixed, 
until  that  also  is  entirely  dissolved  and  incorporated.  Then 
take  the  varnish  off  the  fire  and  strain  it  through  an  old  linen 
cloth.  Your  varnish  is  then  made,  and  it  will  be  found  to  be 
beautiful  varnish  for  wood,  iron,  paper,  leather,  and  all  kinds 
of  painting  and  works,  and  for  withstanding  water.  When  you 
find  it  too  viscous,  dilute  it  with  linseed  oil  in  the  proper 
manner. 

400.  Itenif  a  most  excellent  varnish  of  mastic  for  lutes,  leather^ 
panels,  cloths,  tooodj  and  pasteboard. — ^Take  3  ounces  of  strained 
and  clear  linseed  oil,  and  boil  it.  Then  take  half  an  ounce  of 
mastic  pounded  and  ground,  and  add  it  gradually  to  the  oil, 
mixing  it  in  such  a  manner  that  it  may  be  entirely  dissolved  and 
incorporated  with  the  oil,  and  that  it  be  properly  evaporated  and 
made  into  a  varnish  ^^  ut  scis ;"  then  put  in  a  little  pulverized 
roche  alum  at  discretion,  but  sufficient  to  affect  all  the  varnish ; 
keep  it  over  the  fire  until  it  is  entirely  dissolved  and  incorporated 
with  the  varnish  and  evaporated,  after  which  you  may  take  it 
off  the  fire,  and  strain  it  through  an  old  and  good  linen  cloth, 
when  it  will  be  finished.  But  observe  that  everything  should 
be  done  over  a  charcoal  fire  and  with  great  care. 

401.  Item,  A  most  excellent  mastic  varnish, — Take  one 
pound  of  mastic,  half  a  pound  of  naphtha,  and  half  an  ounce  of 
clear  nut  oil ;  melt  them  together  in  a  bottle  or  glass  over  a 
charcoal  fire,  and  strain  through  an  old  linen  cloth. 

402.  Item,  A  most  excellent  clear  and  drying  varnish  pr^ 
per  for  colours^  both  in  oil-painting  and  otlier  kinds  of  painting, — 
Take  2  ounces  of  clear  and  good  nut  oil,  one  ounce  of  clear  and 
good  Greek  pitch,  and  half  an  ounce  of  clear  and  good  mastic ; 
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libbra  di  pece  grecha  cfaiara  et  bella  et  polverizzata  et  mesta 
quando  la  metti,  tanto  che  si  incorpori  bene  a  fuoco  dolce,  poi 
vi  metti  su  mezza  lilN'a  di  mastice  macinato,  et  quando  lo  metti 
perche  ei  rigonfia  leyerai  perb  la  pignata  da  fuoco  et  mettilo 
su  a  pooo  a  poco  mestando  et  incorporandolo  bene,  poi  toma  la 
pignata  al  fuoeo  et  meeta  tanto  cbe  si  solva  ogai  cosa  bene,  poi 
mettivi  quanto  una  noce  di  allume  di  roccha  arso  pesto  et 
mesta  che  si  solva  et  incorpori  bene  poi  lievala  dal  faoco  et 
colala  per  peza  Una  vecchia  et  serbala,  et  per  legname,  et  per 
ferro  et  per  carta  et  corame  et  per  ogni  dipintura  et  lavoro 
fara  un  opera  bellissima  et  per  stare  alia  aqua,  et  quando  ti 
pare  soda  stempera  con  olio  di  lino  come  si  fa  etc. 


400.  Item  Vemice  di  Mastice  optima  per  Liutij  qiwiOy  dipin- 
ture  di  Tavola  et  di  tela,  per  lavori  di  hgtiame  et  cartoni. — 
Togli  tre  oz  d*  olio  di  lino  colato  et  chiaro,  et  quocilo,  poi  abbia 
un  oz  ^  di  mastice  pesto  et  macinato,  et  mettilo  in  sul'  olio  a 
poco  a  poco  mestando  in  modo  che  si  solva  et  incorpori  bene 
eon  r  olio  et  che  sia  sfomato  ben  et  fatta  vemice,  ut  scis ;  poi 
mettivi  un  poco  di  allume  di  roccha  arso  et  pesto,  et  sia  a  dis- 
cretione  secondo  die  tutta  la  quantita  della  vemice  ne  parti- 
cipi :  et  sta  al  fiioco  tanto  die  si  risolva  et  incorpori  la  virtu 
sua  colia  yemice  et  svapori,  ritiralo  poi  dal  fuoco,  et  colala  con 
peza  Una  vecchia  et  buona,  et  e  fatta.  fa  ogni  cosa  con  fiioco  di 
earboni  et  discrete. 

401.  Item.  Vemice  di  mastice  optima. — ^Togli  mastice  libre 
una,  olio  petronio  libre  meza,  olio  di  noce  chiaro  oz  meza  fondi 
insieme  in  boccia  o  in  bicchiere  sopra  earboni.  cola  con  peza  lina 
vecchia  et  e  fatta. 

402.  Item.  Vemice  ottima  ckiara  et  diseccativa  hen  per  colori 
et  a  olio  et  per  ogni  dipintura. — ^Togli  per  una  misura :  due  oz. 
d'  olio  di  noce  chiaro  et  hello,  et  una  oz.  di  pece  greca  chiara  et 
bella,  et  meza  oncia  di  mastice  chiaro  et  hello,  macina  la  pece 
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grind  the  pitch  and  the  mastic  [separately]  to  a  very  fine 
powder,  and  place  the  oil  in  a  clean  glazed  pipkin  oyer  a  char- 
coal fire,  and  let  it  boil  gently  until  it  is  done  sufficiently,  that 
is,  until  one-third  has  evaporated ;  then  put  in  the  powdered 
pitch  a  little  at  a  time,  mixing  and  incorporating  it  well ;  after- 
wards throw  in  the  mastic  in  the  same  manner,  and  when  it  is 
dissolved,  take  the  varnish  ofi^  the  fire  and  strain  it  through  a 
fine  and  old  linen  cloth. 

And  if  you  wish  it  to  be  still  clearer,  prepare  the  mastic  with 
tepid  water  in  the  following  manner : — Take  the  largest  and 
clearest  tears  of  mastic  that  you  can  find,  and  soak  them  in 
tepid  water,  so  that  they  may  become  tender ;  then  select  the 
best  pieces,  dry  them,  and  pound  them. 

You  may  also  try  the  eflect  of  adding  a  little  burnt  and 
pulverized  roche  alum  when  the  other  ingredients  are  dis- 
solved, so  that  the  whole  may  virtually  be  seasoned  with  it, 
straining  it  afterwards.  This  is  done  in  order  to  purify  it 
better. 

403.  Item,  A  varnish  of  "  olio  di  ahezzOy^  which  dries  both  in 
the  sun  and  in  the  shade, — Take  "  olio  di  abezzo,"  which  must  be 
genuine  and  not  adulterated,  and  if  you  wish  to  know  whether 
it  is  falsified,  distemper  it  with  nut  or  linseed  oil,  or  naphtha, 
heating  both  the  oils,  &c.,  and  spread  it  on  a  work,  when,  if  it 
is  not  genuine,  it  will  not  dry  for  a  long  time,  and  then  badly, 
because  it  is  adulterated  with  turpentine,  but  if  it  is  genuine  it 
will  dry  quickly  and  perfectly. 

If  you  desire  to  varnish  delicate  works  which  will  not  be  ex- 
posed to  water,  but  merely  to  bring  out  the  colours  and  show 
their  beauty,  distemper  the  olio  di  abezzo  as  above.  But  if  you 
wish  to  varnish  more  permanently  on  works  which  are  intended 
to  resist  water,  do  not  distemper  the  olio  di  abezzo  with 
other  ingredients,  but  heat  it  in  a  vase,  melt  it,  and  varnish 
with  it. 

When  you  distemper  it  with  linseed  or  nut  oil,  let  it  be  with 
oil  which  has  been  exposed  to  the  sun  to  evaporate,  and  the 
varnish  will  be  much  clearer. 
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et  il  mastico  sottile,  et  poni  a  fuoco  di  carboni  in  iino  pignattino 
netto  et  invetriato  V  olio  et  fallo  bolHre  dolcemente  tanto  che  sia 
bene  cotto  .  I .  tanto  che  scemi  el  terzo :  poi  vi  metti  su  la  pece 
macinata  a  poco  a  poco  mestando  ed  incorporando,  poi  vi  metti 
el  mastice  simili  modo,  et  quando  e  bene  soluto,  ritirala  et  colala 
con  peza  Una  sottile  et  vecchia. 


Et  se  tu  Yuoi  che  la  sia  ancora  piii  chiara ;  acconda  el  mastice 
con  1'  acqua  tiepida  in  questo  modo.  Togli  i  grani  del  mastice 
piu  grossi  et  chiari  che  puoi  et  metti  in  acqua  tiepida  tanto  che 
intenerisca.     Cayane  el  midoUo  et  secchalo,  poi  lo  macina. 

Puoi  etiam  provare  quando  ogni  cosa  e  soluta  a  mettervi  un 
poco  di  allume  di  roccha  arso  polverizzato  tanto  che  condisca 
virtualiter  tutta  quella  materia  poi  la  cola.  Questo  si  fa  per 
farla  piu  purgata. 

403.  Item.  Vemice  <f  olio  di  heza  che  seccha  al  sokj  et  senza 
sole. — Togli  olio  di  bezza  che  sia  schietto  et  non  falsato  et  se 
Tuoi  conoscere  se  e  falsato  stemprane  un  poco  con  olio  di  noce, 
o  di  lino,  o  di  sasso  caldi  tutti  due  etc.,  et  distendine  in  sur  un 
layoro,  e  non  secchera  se  non  con  gran  tempo  et  male,  perche 
lo  falsano  anche  con  la  trementina,  ma  se  e  schietto  seccha  presto 
et  bene. 

Se  tu  vuoi  invernichare  lavori  gentili  che  non  habbino  a  stare 
a  r  acqua,  ma  per  colori  et  bellezza  stemperalo  ut  supra.  Ma 
se  tu  vuoi  invernicare  piu  fermamente  in  lavori  che  reghino  alia 
acqua  non  lo  stemperare  con  altro,  ma  scaldalo  in  im  vaso  et 
struggilo  et  invemica, 

Quando  tu  lo  stemperi  con  1'  olio  di  lino  o  di  noce,  togli  che 
siano  stati  al  sole  a  svaporare  et  sera  piu  chiara  assai. 
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404.  A  most  excellent  varnish  for  varnishing  arquebusesj  cross- 
bawsy  and  iron  armour. — Take  of  linseed  oil,  lbs.  2  ;  varnish  in 
grains  (sandarac),  lb.  1 ;  clear  Greek  pitch,  oz.  2. ' 

Boil  the  oil,  then  dissolve  in  it  the  other  ingredients,  and 
strain  through  a  much  worn  linen  cloth,  and  when  you  wish  to 
use  the  varnish,  scrape  and  polish  the  work,  and  heat  it  in  a  hot 
oven,  because  that  is  the  best  place  to  heat  it ;  and  when  it  is 
of  a  proper  heat,  that  is,  when  the  varnish  adheres  to  it  firmly 
and  does  not  fry  [bubble  or  blister  from  too  great  heat],  then 
lay  it  on  thinly  with  an  instrument  of  wood,  so  that  you  may 
not  bum  your  fingers,  and  it  will  make  a  beautiful  changing 
colour. 

And  if  you  supplied  the  place  of  Greek  pitch  with  naval 
pitch,  I  think  it  would  make  the  work  black  when  you  varnished  it. 

When  making  the  varnish  you  must  boil  it  well,  even  to  such 
a  degree  as  to  make  it  foam  and  bubble,  if  necessary,  in  order 
that  it  may  be  clear  and  thick. 

405.  Item.  An  excellent  common  varnish,  good  for  varnish- 
ing whatever  you  please. — Take  2  ounces  of  clear  and  good  lin- 
seed oil,  and  one  ounce  of  good  and  clear  Greek  pitch,  but  2 
ounces  of  the  latter  also  will  make  the  varnish  thicker  and  ^ve 
it  more  body ;  boil  the  oil  over  a  slow  fire,  and  then  put  in  the 
pounded  pitch  a  little  at  a  time,  that  it  may  incorporate  well, 
and  add  a  little  roche  alum  previously  burnt  and  pounded,  and 
when  it  is  incorporated  and  boiled  sufficiently,  that  is,  when  you 
try  a  little  of  it  in  your  fingers  and  find  that  it  is  done,  strain  it 
and  keep  it.  When  it  is  used  it  will  be  beautiful  and  good ;  if 
it  is  too  tenacious  you  will  dilute  it  with  a  little  oil. 

And  if  you  wish  it  commoner  so  as  to  sell  it  at  a  larger  profit, 
take  10  ounces  of  oil  to  one  of  pitch ;  and  if  you  use  black  pitch 
it  will  be  good  for  pommels  of  swords,  spurs,  and  similar 
things. 

406.  Item.  Varnish  \_pounce]fdr  writing  paper. — Take  the 
shells  of  unboiled  eggs,  soften  them  in  water  for  a  fortnight,  then 
take  off"  the  pellicles  and  wash  them ;  dry  them  well  by  exposing 
them  to  the  heat  of  the  sun  or  the  fire,  then  pound  and  grind 
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404.  Vemtce  ottima  per  invemichare  archibusi  et  halestre  et 
armadure  diferro, — Togli  olio  di  seme  di  lino  libre  2.  vemice 
in  grani  libre  1.  pece  grecha  chiara  oz  2. 

Quoci  V  olio,  poi  struggivi  dentro  V  altre  cose,  poi  cola  con 
peza  Una  usata,  et  quando  vuoi  invemicare  el  lavoro,  limala  o 
nettala  prima  bene,  poi  lo  scalda  in  un  fomo  caldo  perche  fa 
meglo  che  scaldarlo  altroye,  et  quando  e  debitamente  caldo, 
cioe  caldo  in  modo  che  la  vemice  vi  si  appiccha  su  bene  et  non 
irigge  alhora  invemicha  et  dalla  sottile,  con  uno  istromento  di 
legno,  accib  non  ti  quocha  le  dita,  et  fara  xm  bello  colore 
cangiante. 

E  se  tu  vi  mettessd  in  luogo  di  pece  grecha  pece  navale,  credo 
farebbe  il  lavoro  nero  quando  tu  lo  invemicassi. 

Quando  la  fai  fallabollire  assai,  et  stiumala  si  oportet  accioc- 
che  la  sia  bene  chiara  et  spessa. 

405.  Item.  Vemice  ottima  comune  et  bu<ma  da  invemichare 
quelle  che  vuoi. — Togli  olio  di  lino  chiaro  et  buono,  oz,  2.  Pece 
Grecha  chiara  et  bella,  oz.  una  ma  se  ne  toi  due  verra  piu  tenace 
et  corpulenta :  quoci  1'  olio  lento  igne,  poi  vi  metti  la  pece  pesta 
a  poco  a  poco  tanto  che  incorpori  bene,  poi  mettivi  un  poco  di 
allume  di  roccha  arso  et  pesto,  et  quando  e  incorporato  et  cotta 
a  sufficientia :  e  quando  ne  pruovi  un  poco  fra  le  dita  et  sentila 
fatta :  colala  et  serbala,  et  usala,  et  sera  bella  et  buona,  et  quan- 
hai  adoperarla  fassi  un  poco  tenace  temperala  con  olio. 


Et  se  la  vuoi  piii  dozinale  per  vendere  con  piu  guadagno  togli 
X  oncie  d'  olio  et  una  di  pece.  Et  se  la  togli  nera  sara  buona 
per  pomi  di  spade  et  sproni,  et  similia. 

406.  Item.  Vemice  da  porre  in  su  le  carte  da  scrivere. — 
Togli  guscia  d'  uova  non  cotte,  tienle  in  moUe  nella  acqua  per 
15  di,  poi  lieva  bene  le  pillicule  et  lavale  bene,  poi  le  asciuga 
bene  al  sole,  o  al  caldo  del  fuoco,  poi  pestale  et  macinale,  et 
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them  and  sift  them  through  very  fine  rags.  Then  add  to  a 
pound  of  these  i  an  ounce  of  clear  incense,  also  strained  through 
rag  and  grind  them  up  together ;  then  pass  them  again  through 
rag.     This  is  found  to  succeed  well. 

393.  TVied  by  Master  Jacopo  di  M&nte  S.  Savino^  tJie  sculp- 
tor. Admirable  stucco  for  making  and  modelling  figures^  and 
for  colouring  themy  and  it  resists  water} — ^Take  of  finely  pow- 
dered travertine  Ih.  v.,  and  if  you  would  have  it  finer  and  more 
delicate,  take  fine  marhle  instead  of  travertine,  and  2  Ihs.  of 
slaked  lime ;  mix  them  together  with  water,  and  stir  and  heat 
them  well  together  like  a  fine  paste,  and  execute  what  works 
you  please  with  it,  either  hy  forming  it  with  yoiu*  hands  or  in 
moulds,  and  dry  it  in  the  shade.  And  if  you  wish  to  colour  it 
white,  when  the  work  is  dry  enough  to  be  tolerably  firm,  but 
not  quite  dry,  grind  white  lead  with  water  in  the  same  way  as 
colours  are  ground,  and  flower  [or  finest  particles]  of  afted 
lime,  and  apply  it  with  the  pencil,  and  it  will  be  very  white, 
and  will  eflectually  resist  water.  And  if  you  wish  to  colour  it 
with  other  colours,  let  the  work  dry  perfectly,  and  then  colour 
it ;  but  these  colours  will  not  resist  water,  like  the  white,  be- 
cause they  do  not  incorporate  or  unite  so  well  as  that  does  with 
the  materials  of  which  the  work  is  composed.  If,  then,  you 
wish  the  colours  to  resist  water,  apply  on  the  work  the  above- 
mentioned  composition  (which  is  to  be  used  in  the  manner  de- 
scribed), and  paint  on  it  with  oil-colours. 

You  may  also  colour  the  stucco  with  colours  ground  up  dry, 
but  these  will  not  be  so  bright  as  if  they  were  applied  after- 
wards. 

^  The  invention  of  this  stucco  is  ascribed  to  Giovanni  da  Udine,  on  the 
following  authorities  : — Morelli,*  in  his  description  of  the  Marciana  MS., 
observes^  . .  .  '*  M.  Jacopo  da  Monte,  whose  method  of  making  varnish  and 
stucco  is  there  shown  ;  the  stucco  is  the  same  as  that  which,  on  the  authority 
of  Rafaello  Borghini  (Riposo,  p.  402)  and  of  others,  was  invented  by  Gio- 
vanni da  Udine,  and  by  him  employed  in  the  celebrated  Loggie  of  the 
Vatican."  Borghini's 

•  Catalogo  de'  Codici  della  Libreria  Nani,  p.  32. 
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passale  per  istraccie  che  sieno  finissime,  poi  mescola  una  libra 
di  questa  con  i  oz  d'  incenso  chiaro,  passato  come  questa  et  ma- 
cinale  insieme,  et  passa  iterum  per  straccio  et  e  buona,  et  pro- 
vata,  et  riesce  bene. 

393.  JSr  Magistro  Jacopo  de  Monte  S.  Sauino  ScuUore — 
protutto.  Stuccho  mirabile  per  fare  figure  Sfc.  et  etiam  im- 
prantare  et  colorirlo,  et  regge  allacqua. — ^Togli  treuertino  ma- 
cinato  sottile  y  libra,  et  8e  uuoi  che  sia  piu  gentile  et  delicato, 
Togli  marmo  fino  in  luogo  di  treuertino,  et  togli  dua  lib.  di 
caldna  spenta  et  mescoMe  insieme  con  acqua  et  rimenale  et 
battile  bene  insieme  come  pasta  iSne  et  fanne  che  lauoro  tu  uuoi, 
o  con  mano  o  impromptato  con  le  forme,  et  secchalo  alombra 
et  se  lo  uolessi  colorire  di  bianco,  quando  il  lauoro  e  tanto 
seccho  che  aa  fermo,  ma  non  secco  interamente,  macina  la 
biaccha  con  1'  acqua  auso  di  colore,  et  fiore  di  calcina  colata, 
et  dalla  col  pennello,  et  sara  bianchissimo,  et  stara  forte  allac- 
qua, et  se  lo  uuoi  colorire  d'  altro  colore,  lasda  secchare  il 
lauoro  perfettamente ;  poi  lo  colorisd,  ma  questi  colori  non 
reggeranno  a  lacqua  come  quelle  bianco,  perche  non  si  incorpo- 
ranno,  ne  A  vniscono  con  la  materia  del  lauoro  come  fa  quelle. 
Se  a  dunque  tu  uuoi  che  questi  colori  reghino  a  lacqua  da  in- 
sul  lauoro  la  inzuppatura  disopra  detta  la  quale  si  da  come  qui 
dice,  et  poi  dipigni  a  olio. 

Puoi  etiam  colorire  lo  stuccho  co'  colori  macinati  asciuttj : 
ma  non  uenghono  tanto  vivi,  quanto  a  colorirgli  poi. 

Borghiiii*s  account  of  the  inyention  of  this  stucco  is  as  follows :  **  While 
Giovanni  was  working  with  Rafiaello  at  Rome,  excayations  were  made  in 
search  of  antiquities  among  the  ruins  of  the  palace  of  Titus,  and  some 
apartments  were  discovered  decorated  with  grotesque  puntings  and  small 
historical  figures  and  ornaments  in  relief,  composed  of  stucco.  Giovanni 
and  Raffiiello  went  together  to  see  them,  and  were  lost  in  admiration.  Pic- 
tures of  this  kind  being  found  in  grottoes,  were  called  *  Grotesques.'  They 
were  carefully  copied  by  Giovanni,  who  made  many  imitations  of  them  in 
various  places,  and  nothing  was  wanting  but  to  discover  the  mode  of  making 
the  ancient  stucco ;  he,  therefore,  tried  so  many  things,  that  at  last  he  dis- 
covered that  he  could  make  the  ancient  stucco  with  lime  made  from  white 
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travertine,  mixed  with  white  marble  in  the  finest  powder ;  and  so,  these 
stucchi,  with  beautiful  grotesque  ornaments,  and  many  new  and  rare  designs, 
were  employed  by  the  order  of  Pope  Leo  (X.)  in  the  Loggie  of  the 
Vatican.'^ 

Vasari,  in  his  Life  of  Giovanni  da  Udine,  mentions  these  experiments  at 
greater  length,  and  hiforms  as  what  materiab  be  tried  before  he  succeeded 
in  imitating  the  ancient  stucco. 
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PEELIMINART  OBSERVATIONS. 

This  Manuscript,  without  the  date  or  name  of  the 
author,  is  certainly  Venetian.  It  is  in  quarto,  is 
written  on  paper,  and  is  numbered  992. 

The  handwriting  is  of  the  seventeenth  century ;  and 
although,  from  the  following  circumstance,  the  MS. 
may  have  been  written  during  the  latter  part  of  the 
sixteenth  century,  I  think  it  more  probable  that  it  was 
composed  during  the  middle,  or  latter  part,  of  the 
seventeenth  century. 

In  th^e  fly-leaf  preceding  the  commencement,  and  in 
the  same  hand-writing,  and  in  similar  coloured  ink,  is 
a  sonnet  (dedicated  to  Prince  Emanuel  Philibert,  of 
Savoy),  which  appears  to  have  been  composed  by  the 
Canonico  Michael  Angelo  Blanchiardi  di  Torino,  as  his 
name  is  affixed  to  it.^ 

Now,  Emanuel  Philibert  died  in  1580 ;  if,  therefore, 
Dr.  Blanchiardi  composed  the  MS.,  he  must  have  done 
so  previous  to  this  period,  and  the  MS.  might  have  been 
written  soon  after  the  sonnet. 


^  The  work  on  colours  is  followed  by  a  copy,  in  a  more  recent  hand- 
writing, and  with  blacker  ink,  of  a  letter  from  "  II  principe  D.  Anton.  OU 
toboni  al  Sig.  P.  Pietro  suo  JFiglio  hora  Cardinale  eletto  dal  Ste  Papa 
Alessandro  Ottavo  suo  Zio.  1696." 

VOL.  II.  Y 
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Some  parts  of  the  early  sections  of  the  work,  from 
No.  1  to  No.  13  inclusiye,  hear  such  strong  resemhlance 
to  parts  of  the  3rd  book  of  Lomazzo's  Treatise  on  Paint- 
ingy  that  it  can  scarcely  be  supposed  that  one  was  not 
copied  from  the  other.  Lomazzo's  work  was  published 
in  1584 ;  if,  therefore,  parts  of  the  MS.  were  taken  from 
this,  the  date  must  be  later  than  that  period. 

But  independently  of  these  considerations,  the  work 
bears  intrinsic  evidence  of  having  been  composed  at  a 
later  period,  A  change  seems  to  have  taken  place 
during  the  interval  that  elapsed  between  the  composi- 
tion of  the  MS.  of  the  Marciana  and  the  Paduan  MS., 
not  only  in  the  pigments  used,  but  in  the  varnishes. 
Essential  oil  varnishes  are  introduced  in  great  abund- 
ance ;  Spirit  of  Turpentine,  Oil  of  Spike,  and  Naphtha, 
are  the  diluents ;  while  the  hard  varnishes,  made  with 
amber  and  sandarac,  have  nearly  given  place  to  mastic 
and  olio  di  abezzo. 

Among  the  varnishes  for  pictures  is  one  (No.  94) 
described  as  "  Alia  Fiaminga,"  which  is  composed  of 
spirit  of  wine,  sandarac,  and  olio  di  abezzo.  "  Oglio 
cotto,**  prepared  by  boiling  nut  or  linseed  oil  with 
litharge,  is  twice  mentioned,  namely  in  No.  70  and 
No.  96. 

One  recipe  only  is  given  for  making  Lac  Lake,  but 
Gum  Lac  is  frequently  mentioned,  being  applied  to  the 
novel  purpose  of  composing  varnishes,  by  which  the  In- 
dian Japan  work  was  to  be  imitated.  The  MS.  con- 
tains recipes  for  varnishes  of  this  description  composed 
of  different  ingredients ;  and  for  the  preparation  of  the 
'  ^lours  used  in  Japanning. 

amboge  was  used  at  this  period  as  a  pigment,  and 
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was  prepared  for  painting  by  grinding  it  with  lemon- 
juice  and  roehe  alum.  I  do  not  know*  wbeh  this  sub- 
stance was  first  used  as  a  pigment,  but  it  was  first  em- 
ployed for  medical  purposes  about  1 603. 

Articles  of  American  produce  are  mentioned  as  in 
use ;  among  these  are  Gampeachy  wood  (or  Logwood) 
and  Cochineal  lake,  which  seems  almost  to  have  super- 
seded the  lac  lake  as  a  pigment.  Cochineal  is  said  to 
have  been  introduced  in  the  beginning  of  the  sixteenth 
century.^  It  seems  at  this  time  to  have  been  usually 
prepared  with  lemon-juice,  or  crystallized  arsenic. 

In  order  that  the  Lakes,  and  some  other  colours, 
should  dry  when  mixed  with  oil,  glass,  very  finely  pul- 
verized, was  mixed  with  them ;  and  it  is  added,  that 
they  would  then  dry  in  twenty-four  hours. 

We  also  find  that  paintings  in  oil  had  begun  to  suffer 
from  the  effects  of  age ;  and  that  Aey  required,  or  it 
was  believed  that  they -required,-  to  be  washed  with  some 
corrosive  liquid,  and  to  be  re-varnished.  Directions,  or 
rather  recipes,  for  both  these  processes  are  given. 

No.  83  contains  some  recipes  in  Latin  (the  only  part 
of  the  MS.  written  in  that  language),  which  seem  to 
have  been  considered  secrets. 

A  method  of  transferring  prints  on  to  a  plate  of  glass 
is  described  (in  No.  95),  in  which  it  appears  that  the 
design  was  fixed  by  means  of  heat.  It  was  probably 
painted  afterwards,  for  in  No.  96  a  recipe  for  painting 
and  gilding  on  glass  is  given,  in  which  the  colours  are 
to  be  ground  with  boiled  oil.  The  fact  of  this  method 
being  described  in  two  Italian  MSS.,  and  the  stipulation 

1  It  was  introduced  into  Spain  soon  after  152S. 
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RECIPES  FOR  ALL  KINDS  OF  COLOURS. 


1 .  Of  Colours  in  general^  and  of  what  materiah  they  are 

composed^  Sfc} 

White  is  foade  with  gesso,  lime,  white  lead^  powdered  marble, 
egg-shells  well  pulverized  and  sifted,  and  with  the  bone  of  the 
cuttle  fish  ground  to  a  very  fine  powder. 

Yellow  is  made  with  ^^  gialdolino  di  fomace ''  of  Flanders  and 
Germany,*  oq^ment,  and  ochre,  with  safiron  and  gamboge  for 
water-colour  painting. 

Blue  is  prepared  with  ultramarine  and  Hungarian^  blues. 
Others  are  made  with  "smalti'*  and  "smaltini"*  of  every 
kind,  especially  with  those  of  Flanders,  which  are  the  best,  with 
«  Wadetti " '  and  similar  pigments. 

Green  is  made  with  the  "  verde  azzurri,''  *  verdigris,  "  ver- 
detto,"^  which  is  called  '^  gialdo  santo,"  and  approaches  to  yellow, 

*  The  whole  of  this  chapter  so  closely  resembles  the  fourth  chapter  of 
the  third  book  of  Lomazzo's  Treatise  on  Painting  (although  additional  co- 
lours are  named  in  each  class  of  painting),  that  it  is  scarcely  possible  to 
suppose  that  the  author  of  the  MS.  had  not  seen  that  work ;  unless,  indeed, 
it  could  be  proved  that  both  writers  had  made  use  of  some  common  ori* 
ginal  work,  which  had  been  used  as  a  text  book  by  the  Lombard  pamters, 
in  the  same  manner  as  the  old  Byzantine  MSS.,  so  variously  rendered  into 
Latin,  in  the  Paris  copy  of  Eraclius,  the  Clavicula,  the  Sloane  MS.,  and 
the  Theophiliis  of  the  British  Museum. 

^  In  Haydocke's  translation  of  Lomazzo,  written  in  1590,  the  names  of 
these  two  colours  are  translated  ^*  Masticot"  and  **  generall.'* 
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RICEHE  PER  FAR  OGNI  SORTE  DI  COIORI. 


Z>e'  Cohri  in  generale^  e  di  qualli  materie  si 

componffhino. 

II  Biando  si  fa  col  gesso,  calcina,  biacca,  marmo  pesto, 
gusci  d'  Olio  bene  polverizati,  et  settazzati,  e  con  osso  di  sepia 
benissimo  macinato. 

Gialdo  si  fa  col  gialdolino  di  fornace  di  Fiandra,  et  Ale- 
magna,  orpimento  et  ocrea,  col  zaffarano  et  Gomma  gate,  qnali 
sono  per  1'  acquarello. 

Tarchino  si  prepara  con  gl'  azuri  oltramarini  et  ongari  et 
altri  si  fa  ancora  con  gli  smalti,  e  smaltini  d'  ogni  sorte,  mas- 
sime  con  quelli  di  Fiandra,  che  sono  li  migliori,  con  li  Biadetti 
et  simili. 

Verde  si  fa  con  li  verde  azurri,  verderami,  verdetto,  che  si 
chiama  gialdo  santo,  e  tira  al  gialdo,  terra  verde,  verde  porro. 


"  Hungarian  Blue.    Nativia  blue  carbonate  of  copper. 

^  Smalti  and  Smaltini.  The  smalti  of  Flanders  were  probably  prepara- 
tions of  Zaffi'e ;  the  smaltino  was  most  likely  the  blue  glass,  '^  Azzurro  di 
Pozzuoli/*  described  by  Orsini  and  Galliani  in  the  notes  to  Yitruvlus. 

^  Biadetti.    The  artificial  carbonate  of  copper. 

^  Verde  azzurri.  Armenian  stone,  also  «  native  carbonate  of  copper, 
in  which  the  blue  colour  is  mixed  with  the  green.  Haydocke  translates 
this  "  Green  bize." 

7  Verdetto  is  defined  by  Borghini  (Riposo,  p.  169)  to  be  a  native  green 
pigment  brought  from  the  mines  of  Germany.  Giallo  Santo  is  usually  conv 
sidered  to  be  a  yellow  lake  made  from  the  flowers  of  the  plant  called  *<  Barba 
di  Becco,"  the  yellow  goat's  beard ;  also  from  the  Reseda  Luteola  (weld 
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"  terra  verde,"  "  verde  porro," '  and  for  water-colours, 
"  verde  di  vesicha  "  or  "  pasta  verde  "  [sap-green],  the  juice  of 
rue,  and  of  blue  lilies. 

Mulberry  colour  is  made  with  "  morello  di  ferro  "  and  "  mo- 
rello  di  sale,"  burnt  Roman  vitriol,  "  celeste,"  and  dark  indico ; 
and  for  water-colours,  Tumsol. 

Red  is  made  with  cinnabar,  terra  rossa,  and  fine  lake. 

Orange  is  made  with  minium  and  burnt  orpiment. 

Black  is  made  with  the  smoke  of  burnt  nut  oil,  burnt  almond 
shells,  smoke  of  burnt  rosin,  and  black  earth. 

The  shadows  of  the  fiesh  are  made  with  terra  d'  ombra, 
terra  verde  burnt,  and  asphaltum. 

2.   The  composition  and  mixtures  of  the  colours^  and  first  of 

white  lead? 

Sbiadato  is  made  with  white  lead  mixed  with  ochre,  and  is  a 
colour  similar  to  straw,  or  white  lead  with  terra  gialla. 

Biondo  is  made  with  white,  ochre,  and  gialdolino. 

Celeste  is  made  with  white  lead,  and  blue  or  smalti,  and  in- 
dico. 

Pale  green  is  made  with  a  mixture  of  white  lead  and  verdi- 
gris. 

Bright  green  is  made  with  white  lead,  verderame,  or  gialdo 
santo,  or  the  juice  of  rue. 

Yellow  is  made  with  white  lead  and  gialdo  santo. 

Agatino  is  made  of  white  lead  and  morel  di  ferro. 

Blue  is  made  with  white  lead  and  blues,  or  indico  together. 

The  colour  of  unripe  strawberries  is  made  with  white  lead 
and  cinnabar,  but  with  more  cinnabar  than  white  lead. 

Berettino  and  smoke  colour  are  made  with  white  lead  and 
black  well  mixed  together. 

or  dyer's  weed)  and  other  yellow  flowers.  From  a  comparison  of  this 
chapter  with  Haydocke's  translation  of  Lomazzo,  it  appears  that  the  colour 
here  called  Verdetto  was  one  of  those  lakes  to  which  the  name  of  "  Pink'' 
has  been  given.  The  colour  in  question,  perhaps,  resembled  <<  Brown 
Pink." 
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e  poi  1'  acquarella,  verde  di  vesicba,  o  sia  pasta  verde,  succo  di 
ruta,  di  ^gli  azurri. 

Morello  si  fa  con  morello  di  ferro,  e  di  sale,  vitriolo  romano 
cotto,  celestro,  et  indico  oecuro,  e  per  acquarella  il  tomasole. 

Rosso  si  fa  col  cinaprio,  terra  rossa,  lacca  fina. 

Ranzetto  si  fa  col  minio  et  oropimento  arso. 

Negro  si  fa  col  fumo  d'  oglio  di  noce  arso,  guscio  di  Mandola 
arso,  fiiino  di  ragia,  et  terra  negra. 

Umbra  delle  cami  si  fa  con  terra  d'  ombra  terra  verde  arsa, 
e  spalato. ' 

Compositione  e  mischia  di  colore  e  po.  della  Maca. 

Sbiadato  si  fa  con  biaca  mischiata  con  1'  ocrea,  et  e  color 
simile  alia  paglia,  o  biaca  con  terra  gialla. 
Biondo  si  fa  con  biaca,  ocrea,  e  gialdolino. 
Celeste  si  fa  con  biaca,  e  azuro,  o  smalti,  et  indico. 

Verde  smarto  si  fa  con  biaca  e  verderame  mischiati. 

Verde  vivo  si  fa  con  biaca,  verderame,  o  gialdo  santo,  overo 
suco  di  rata. ' 

Gialdo  si  fa  con  biaca  e  gialdo  santo. 

Affatino  si  fa  con  biaca  e  morel  di  ferro. 

Turchino  si  fa  con  biaca  e  azurri,  overo  indico  insieme. 

Color  difragole  mal  mature  si  &  con  biaca  e  cinaprio  ma  piii 
dnaprio  che  biaca. 

Berettino  e  color  difumo  si  fa  con  biaca  e  negro  ben  mischiati 
insieme. 

*  Verde  Porro.  ^  Perhaps  the  same  as  the  Prasminum  or  Prasino  of  the 
old  writers.  Baldinucci  (Voc.  Dis.)  says  that  it  is  a  pigment  of  a  whitish 
greeir  colour,  like  that  of  the  leek,  whence  it  takes  its  name. 

9  Compare  this  passage  as  far  as  No.  13  with  Lomazzo's  Treatise,  lib. 
iii.,  cap.  vii. 
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Rose  colour  is  made  with  white  lead  and  cinnabar,  but  more 
cinnabar  than  white  lead. 

The  colour  of  stone^  wood,  bark  of  treesy  and  hair^  is  made 
with  white  lead  and  umber. 

Straw  colour  is  made  with  white  lead  and  gialdoliao. 

3.  Mixtures  of  Oialdolino. 

Green  colour  for  the  distance  in  landscapes  is  made  with  gial- 
dolino,  blue,  smalti,  smaltino,  and  white  lead. 

Green  is  made  with  gialdolino  and  indico  together. 

A  brighter  green  is  made  with  gialdolino,  indico,  and  orpiment 

The  colour  of  flames  and  glories  is  made  with  gialdolino  and 
cinnabar. 

Orange  colour  is  made  with  gialdoli]!io  and  cinnabar,  but  with 
more  cinnabar  than  gialdolino. 

4.  The  mixtures  of  blues^  smalto,  and  "  biadetti,^^ 

Dark  green  is  made  with  blue  and  giallo  santo. 

for  purple  and  dark  morelloj  blue  and  lake  are  mixed  to- 
gether. 

A  morello  a  little  lowered  in  tone  is  made  with  blue,  lake, 
and  umber. 

A  morello  of  a  very  low  tone  is  made  with  azzurro,  lake,  and 
black. 

•5.   The  mixtures  of  verdigris. 

For  bright  green^  "vierdigris  is  mixed  with  gialdo  santo. 

Bright  green  for  tvcUer-colour  painting  is  made  with  yerdigris, 
rue-|nlce,  and  saffron. 

Dark  green  is  made  with  verdigris,  indico,  and  umber,  and  it 
is  lowered  by  adding  black. 

6.   The  mixtures  of  Indico. 
Dark  purple  is  made  with  indico  and  lake. 
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Cohr  di  rose  si  fa  con  biaca  e  cinaprio,  ma  piu  cinaprio  che 
biaca. 

Color  di  scusi,  legni^  scorze  (T  albert  e  capelli  si  fa  con  biaca  e 
terra  d'  ombra. 

Color  dipaglia  si  fa  con  biaca  e  gialdolino. 

Mischio  del  Gialdolino. 

Color  verde  per  lantaai  paesi  si  fa  col  gialdolino^  e  azurro, 
smalto  o  smaltino^  e  biaca. 

Verd^  si  fa  col  gialdolino  et  indico  insieme. 

Verde  piii  vivo  si  fa  col  gialdolino,  indico,  et  orpimento. 

Color  dijiame  e  splendoriA  &  col  gialdolino  e  cinaprio. 

Color  di  Naranzo  A  fa  con  gialdolino  e  cinaprio,  ma  pin  cina- 
prio che  gialdolino. 

Mischie  degli  azurri  smcJti  e  biadettu 

Verde  oseuro  si  fa  con  azurro  e  ^alo  santo. 
Pavonazzo  e  Morello  scuro^  si  mischia  azurro  con  biaca. 

Morello  che  perde  un  poco  si  fa  con  azzurro,  lacca,  e  terra  d' 
ombra. 
Morello  che  perde  assai  si  fa  con  azzurro,  lacca,  e  negro. 


Mischie  del  verderame. 

Verde  vivo  si  mischia  il  verderame  col  ^aldo  santo. 

Verd£  vivo  per  P  acquarella  si  fa  col  verderame,  succo  di 
rata  e  zafferano. 

Verde  perso  si  fa  con  verderame,  indico,  e  terra  d'  ombra,  e 
si  perde  assai  piu  aggiungendovi  il  negro. 

dfischie  delP  Jndico. 
Pavonazzo  oseuro  si  fa  col  indico  e  lacca. 
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The  colour  of  iron^  silver,  tin,  ^c,  is  imitated  with  indioo, 
lake,  and  black. 

7.   The  mixtures  of  cinnabar. 

The  colour  of  ripe  strawberries  is  imitated  with  cipnabar  and 
lake. 

Scarlet  is  made  with  cinnabar,  lake,  and  white  lead. 

Blood  colour  is  made  with  cinnabar  and  lake. 

The  red  colour  on  the  cheeks  of  beautiful  flesh  is  represented 
with  cinnabar,  lake,  and  white  lead. 

The  colour  of  burnt  ochre  is  imitated  with  cinnabar  and  black. 

8.   The  mixtures  of  lake. 

The  colour  of  cinnabar  is  imitated  with  lake  and  minium. 

The  shades  of  the  flesh  are  made  with  lake,  minium,  and 
umber. 

The  colour  of  black  velvet  is  made  with  lake,  blue,  or  indioo 
and  black. 

The  colour  of  velvet  of  a  berettino  colour  [grey]  is  imitated 
with  lake,  cinnabar,  ochre,  and  white. 

Flesh  colour  is  made  with  lake,  cinnabar,  ochre,  and  white. 

Violet  colour  is  made  with  lake  and  blue. 

Dark  moreUo  colour  is  made  with  lake  and  blue  or  indico. 

9.  The  mixture,  <yf  minium. 

Orange  colour  is  made  with  minium  alone. 

A  light  orange  colour  is  made  with  minium  and  gialdolino. 

10.   Thje  mixtures  of  Gialdo  santo. 

The  colour  of  green  gra^s  or  verdure  is  represented  with  gialdo 
santo  and  verdigris. 

Emerald  colour  is  imitated  with  gialdo  santo,  rue-juicej  and 
verdigris,  for  miniature  painting. 

11.   The  mixtures  of  black. 

Light  berettino  is  made  with  black,  white^  terra  d'  ombra, 
lake,  and  indico. 
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Color  di  ferrOf  Argento^stagno^et  nmili,  si  fa  con  indico  lacca 
e  negro. 

Mischie  del  cinapro. 
Color  difragole  mature  si  fa  con  cinaprio  e  lacca. 

Color  di  scarlato  si  £&  con  cinaprio  lacca  e  biacca. 
Color  di  sanffue  si  fa  col  cinaprio  e  lacca. 
Color  di  ffuancie  eolorite  di  Bella  came  si  fa  con  cinaprio,  lacca, 
e  biacca. 

Color  d!  ocrea  arsa  si  compone  col  dnaprio  e  negro. 

Mischie  della  lacca. 

Color  di  cinaprio  si  fa  con  lacca  e  minio. 

Ornbra  di  came  si  fa  con  lacca,  minio,  e  terra  d'  ombra. 

Color  di  veluto  negro  si  fa  con  lacca,  azurro  overo  indico,  e 
negro. 

Color  di  veluto  berettino  si  fa  con  lacca,  azurro  o  indico,  negro, 
e  bianco. 

Color  di  came  si  fa  con  lacca,  cinaprio,  ocrea  e  bianco. 

Color  di  viole  si  fa  con  lacca  e  azurro. 

Morello  oscuro  si  fa  con  lacca,  e  azurro  overo  indico. 

Mischie  del  minio. 

Color  di  naranzo  si  fa  col  solo  pimo. 

Color  ranzato  chiaro  si  fa  col  minio  e  gialdolino. 

Mischie  del  gialdo  santo. 
Color  di  verde  pianure  si  fa  col  gialdo  santo  e  verderame. 

Color  di  smeraldo  si  fa  col  gialdo  santo,  succo  di  ruta,  e  ver- 
deratne  per  miniare. 

Mischie  del  negro, 

Berettino  chiaro  si  fa  col  negro,  bianco,  terra  d'  ombra  lacca 
et  Indico. 
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Smoke  colour  is  made  with  black  and  white. 

12.   The  mixtures  of  white. 

T/te  colour  of  the  tops  of  mountains  is  made  with  white, 
ochre,  and  maiolica,'  and  they  will  appear  as  if  touched  by  the 
sun. 

Flame  colour  is  made  with  white,  gialdolino,  and  cinnabar. 

X3.   Of  the  shades  in  general^  and  how  each  of  the  above^ 
mentioned  colours  should  he  shaded? 

We  must  first  warn  you  that  the  shades  must  not  be  laid  on 
lighter  or  darker  than  the  colour  which  is  to  be  shaded  can  bear. 
All  the  mixtures  of  compound  colours  must  be  shaded  with  the 
darkest  of  the  colours  of  which  they  are  composed,  used  pure, 
and  in  the  following  manner  :— 

Celeste  made  with  blue  and  white,  must  be  shaded  with  pure 
blue. 

Green  made  with  white  and  gialdo  santo,  is  shaded  with 
gialdosanto. 

Light  morello  mixed  with  umber^  must  be  shaded  with  dark 
morello. 

Blue  made  with  indico  and  white  lead,  is  shaded  with  pure 
indico. 

Cinnabar  mixed  with  white,  is  shaded  with  cinnabar  alone. 

Umber  mixed  with  white,  is  shaded  with  umber  alone. 

Blue,  black,  smaltino,  and  biadetto,  are  shaded  with  indico, 
lake,  and  black. 

Verdigris  is  shaded  with  indico  or  black. 

Pure  gialdo  santo  is  shaded  with  umber. 

Dark  morello  is  shaded  with  black. 

White  is  shaded  with  black  or  berettino. 

Gialdolino  is  shaded  with  ochre,  or  terra  gialla,  and  umber. 


^  Majolica,  a  red  earth.     (Terra  Rossa.) 
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Color  difumo  si  oompone  ool  negro  e  bianco. 

Mischie  del  bianco. 

Color  delle  cime  d£  Monti  si  fa  con  bianco,  oerea,  maiolica,  e 
pareraoBo  toche  dal  sole. 

Color  dijiamma  si  fa  col  bianco,  gialdblino,  e  einaprio. 

Delt  ombre  in  penerale^  e  come  si  debba  ombneggiare  ciascheduno 

de  suddetti  colori, 

Avertasi  prima  a  non  dar  ombra  piu  oscura,  ne  piii  chiara  di 
qnello  che  pub  oomportare  quel  colore  che  si  deve  ombreggiare. 
Tutte  le  mischie  fate  di  piii  colori  si  devono  ombrare  in  quel 
colore  pure,  che  Bella  mischia  resta  piu  oscuro,  e  nel  modo  che 
segue. 

Celeste,  fatto  con  azurro  e  bianco,  1'  ombra  con  puro  a.zurro. 

-   Verde  fatto  di  bianco  e  gialdo  santo,  Y  ombra  col  gialdo 
santo  solo« 

Morello  diiaro  eioe  mischiato  d'  ombra  con  morello  scuro. 

Turchino  fatto  d'  indico  e  biaca,  o  bianco,  s'  ombra  con  in- 
dico  puro. 

Cinaprio  mischiato  con  bianco,  s'  ombra  con  dnaprio  solo. 

Terra  d'  ombra  mischia  con  bianco,  s'  ombreggia  con  terra 
d*  ombra  sola. 

Azurro,  negro,  e  smaltino,  e  Uadetto,  s'  ombrano  con  indico, 
lacca,  e  negro. 

Verderame,  s'  ombra  caa  indico  e  negro. 

Gialdo  santo  puro,  s'  ombra  con  terra  d^  ombra. 

Morello  oscuro,  s'  ombra  col  negro. 

Bianco,  s'  ombra  col  negro  o  berettino. 

Gialdolino,  s'  ombra  con  ocrea  o  terra  gialla,  e  terra  d'  om-* 
bra. 


'  See  Lomazzo,  lib«  iii.  cap.  viii. 
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Safiron  for  water  colours  is  shaded  with  the  same  saffiron, 
mixed  with  a  little  lake  and  umber. 

Orpiment  is  shaded  with  terra  gialda  and  a  little  umber. 

Cinnabar  is  shaded  with  lake,  or  a  mixture  of  cinnabar  and 
black. 

Dark  yellow  is  shaded  with  a  mixture  of  lake  and  black. 

Umber  is  shaded  with  black. 

A  red  made  with  lake,  and  white,  and  other  mixtures,  is 
shaded  with  lake  alone. 

Cinnabar  is  shaded  with  lake. 

All  light  colours,  except  white,  are  shaded  with  umber. 

14.  How  gum  water  for  dissolving  and  distempering  the  colours 
for  miniature  painting  is  made. — ^Take  what  you  consider  to  be 

a  proper  quantity  of  very  clear  and  clean  gum  arabic,  leave 
it  infused  in  rose  water  for  a  night  with  a  little  candied  sugar, 
in  a  clean  glass  vase,  which  you  will  then  place  in  a  pipkin  or 
other  vessel,  with  common  water  in  it ;  let  the  water  in  the  pip- 
kin boil  for  a  short  time,  and  the  gum  water  will  then  be  per- 
fectly prepared,  so  that  the  colours  will  not  crack  or  scale  off. 

15.  To  make  a  good  green  from  blue  lilies. — The  flowers  must 
be  pounded  with  lemon  juice,  a  little  burnt  roche  alum,  and 
glassmaker's  soda,  and  then  strained  through  a  fine  linen  cloth, 
put  in  shells,  and  dried  in  the  shade. 

16.  To  make  a  good  green  of  verderame. — Take  10  parte  of 
verdigris,  2  of  corrosive  sublimate,  i  a  part  of  safiron,  ^  of  galls 
of  Istria,  and  i  of  sal  ammoniac,  grind  them  up  with  very  strong 
vinegar  (distilled  vinegar  is  the  best),  put  them  into  a  glass 
vase,  and  when  the  vinegar  is  clear  and  coloured,  let  it  be  de- 
canted and  evaporated  in  a  glazed  vase.  Then  pour  fresh  vine- 
gar on  the  remainder,  mix  again  and  do  as  before,  imtil  the  part 
which  settles  ceases  to  colour  the  vinegar,  and  if  you  pour  the 
coloured  vinegar  into  shallow  open  vases,  it  will  dry  much 
quicker  either  in  the  sun  or  in  the  shade.     When  dry  remove 
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Zafirano  per  Y  acquarella,  s'  ombra  con  Y  isteflso  zaffi*ano 
meschiato  con  poco  di  lacca,  e  terra  d'  ombra. 

Orpimento  s'  ombra  con  terra  gialda,  e  puoca  terra  d' 
ombra. 

Cinaprio  s'  ombra  con  lacca,  OYvero  cinaprio  e  negro  meschi. 

Gialdo  scuro  s'  ombra  con  negro  e  lacca  meschi. 

Terra  d'  ombra  s'  ombreggia  col  negro. 

Rosso  fatto  di  lacca,  e  bianco,  et  altri  mischie,  s'  ombra  con 
lacca  sola. 

Rosso  di  cinapro,  s'  ombra  con  lacca. 

I  colon  chiari,  eccetto  che  il  bianco,  si  ombreggiano  con 
terra  d'  ombra. 

Come  si  facet  T  acqua  di  goma  per  diadogliere  e  tempe^ 
rar  i  colori  per  miniare. — Piglierai  quella  qiiantitk  di  gomma 
arrabica  ben  chiara  e  netta  che  ti  pare,  la  porai  in  infnsione  per 
una  notte  in  acqua  rosa  con  xm  poco  di  zucchero  candito  in  un 
vaso  di  retro  ben  netto,  quale  indi  metterai  in  una  scudella,  o 
altro  yaso  in  acqua  comune  dentro,  che  poi  facendo  bollire  per 
poco  tempo  Y  acqua  della  scudella  che  havera  dentro  il  uasetto 
con  1'  acqua  gomata,  che  cosi  restark  cotta  a  perfettione,  e  non 
creparanno  li  colori,  meno  si  spicaranno. 

Per  cavar  un  bel  verde  da  gilij  azurri. — Si  pestano  li  fiori 
con  succo  di  limone,  puoco  alume  di  rocca  bruggiato,  e  soda 
di  vetriari,  e  colato  per  pezza  sottile,  si  mettono  in  conchilie,  e 
si  lasciano  asciugare  alF  ombra. 

Per  fare  un  bel  verde  di  verderame, — Verderame,  solimato, 

zafrano,  galla  d'  Istria,  e  sal  amoniaco.  Simacina  il  tutto 
eon  acetto  fortiss™**,  e  se  fosse  distilato  sarJt  meglio,  poi  si 
Ineta  in  vaso  di  vetro,  e  quando  il  dfo  acetto  sara  cMaro  e  colo- 
rito  si  decanti,  e  si  meta  in  vado  vitriato  ad  asciugare  *,  e  sopra 
le  readenza  si  metta  novo  acetto,  si  mescoli  sempre,  e  si  fecci 
come  sopra  sin  a  tanto  che  le  residenze  non  rendino  piu  colorito 
F  acetto,  et  quelli  acetti  coloriti  mettendoli  in  vasi  spanti  si 
sciugaranno  piu  presto  all'  ombra,  et  anco  al  sole,  et  seccati  gen- 

VOL.  II.  z 
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the  colour  gently  by  dipping  the  pencil  in  vinegar,  and  after- 
wards grind  up  the  colour  with  a  little  roche  alum  and  a  little 
gum  arabic,  so  as  to  make  it  into  a  cake. 

17.  To  make  another  brilliant  green, — Take  oz.  vi  of  the  best 
verdigris,  oz.  ij  of  tartar  of  Bologna,  and  dr.  j  ss.  of  roche  alum ; 
pulverize  the  whole,  and  grind  each  article  separately,  then  grind 
them  together  rather  stifSy  with  distilled  vinegar,  put  the  powder 
into  a  glass  vase  with  a  little  saffron,  and  expose  it  to  the  sun. 
Then  pour  on  it  a  bocale  of  distilled  vinegar,  and  the  longer  it 
is  exposed  to  the  sun  the  more  beautiful  will  be  the  colour. 

18.  Hofw  to  make  yellow, — Take  flowers  of  wall-flowers,  grind 
them  up  with  roche  alum,  strain  through  rag,  and  preserve  the 
juice. 

19.  How  gamboge  is  refined, — It  is  ground  up  with  lemon 
juice  and  burnt  roche  alum. 

20.  How  cinnabar  is  refined, — ^It  is  boiled  with  vinegar  and 
roche  alum. 

21.  How  to  prepare  lake  for  miniature  painting. — Steep  the 
pounded  lake  in  rose  water  for  12  hours  to  soften,  then  grind  it 
up  with  gum  water  made  in  the  before-mentioned  manner,  add- 
ing lemon  juice,  vinegar,  burnt  alum,  and  candied  sugar  at  dis- 
cretion. Observe,  that  burnt  lake  makes  a  beautiful  shadow 
colour. 

22.  How  to  prepare  cochineal. — Boil  it  with  lemon  juice, 
garlic  juice,  and  burnt  alum. 

23.  How  paper  of  *'  rosseto  di  Spagnq  "  is  used. — Apply  first 
a  coat  of  lemon  juice,  then  one  of  alum  water,  and  lastly  an- 
other of  lemon  juice,  letting  each  coat  dry  before  the  next  is 
laid  on.  Afterwards,  dipping  the  pencil  in  lemon  juice,  take 
the  rosseto  off  the  paper  as  you  require  it. 

24.  How  ultramarine  blue  is  distempered.^-^lt  is  softened  in 
boiled  water  for  a  ni^t,  and  is  then  taken  out  and  tempered 
with  clear  glue. 

25.  How  to  purify  the  turnsole. — Boil  it  with  urine,  then 
strain  and  squeeze  it  through  a  cloth. 

26.  How  to  grind  gold  and  silver  for  writing  and  miniature 
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Ulmente  col  pennello  bagaato  d'  aeetto  li  andend  leccando,  e 
raecogliendo  il  colore,  qual  poi  con  pooo  d'  alume  di  rooca  lo  re- 
macineriu,  et  puoco  di  gommaarrabicaaccib  si  &ccia  in  pietra. 
Per  fare  un  aUro  verde  luitro. — Piglia  verderame  5  vi  del 
pill  belloy  tartaro  dt  Bologaa  3  ij,  alume  di  rocca  3  j  ss,  si  pol- 
verlzi  il  tutto  e  si  macini  separatamente,  poi  messi  insieme  con 
aeetto  stiUto,  macinato  alquauto  dnrettx),  mettasi  in  vaso  di  vetro 
al  sole  con  poco  di  zafrano,  e  vi  si  aggiunga  sopra  un  bocale 
d'  aoetto  stilato,  e  piti  che  stara  al  sole  sara  piii  bello. 

Gialo  come  si  facet. — Si  pigliano  fieri  di  uiolette  gialle,  si 
macinano  con  alume  di  rocca,  e  eolato  per  pezza  il  succo  si 
eonserra. 

La  gomma  gute  come  $i  raffini. — Si  macinera  con  succo  di 
Umone  et  alume  di  rocca  bnidato. 

//  cinaprio  come  $i  raffinu — Facciasi  bollire  con  accetto  et 
alume  di  rocca. 

La  lacca  come  si  prepari  per  miniare, — Mettasi  in  mole  la 
laoca  pesta,  in  acqua  rosa  per  12  bore,  poi  si  macini  con  1'  acqua 
di  gomma  d^  di  sopra,  giongendoui  succo  di  limone,  accetto, 
alume  bruciato,  e  zuccaro  candito  il  tutto  a  discretione.  Nota 
che  la  laoca  bruciata  serve  per  &r  ombre  belliss' 


line 


La  eocdoniglia  come  si  prepari. — Facdasi  bollire  con  succo 
di  limone,  succo  d'  aglio,  et  alume  bruciato. 

La  carta  di  rosseto  di  Spagna^  come  s  adopri. — Prima  se  le 
dara  sopra  una  mano  di  succo  di  limone,  poi  un'  altra  d'  acqua 
alluminata,  poi  un  altra  di  succo  di  limcme,  lasciando  perb  s'  as- 
eiugbi  ciascbeduna  volta  prima.  Poi  bagnando  il  penello  in 
succo  di  limone,  lo  cavarai  dalla  carta  a  suo  bisogno. 

V  uzurro  oUramarino  come  si  tempri. — Si  mette  a  moUe  1' 
azurro  per  una  notte  in  acqua  bolita,  poi  si  cava  e  si  tempera 
con  acqua  chiara  di  coUa  di  carnuzza. 

U  tama  sole  come  si  purgM, — Si  purga  facendolo  bollire  con 
erina,  poi  si  cola  e  si  preme  con  pensia  [pezza  ?]. 

Per  macinar  oro  et  argento  per  scrivere  e  miniare. — Prendasi 

z2 
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paintinff. — ^Take  of  the  finest  and  yellowest  gialdolino  di  Fiandrd 
oz.  i  ss.  and  of  gold  leaf  oz.  ss.,  little  more  or  less ;  grind  them 
up  together  with  fresh  water  a  little  at  a  time  on  a  piece  of  por- 
phyry ;  then  put  the  mixture  in  a  glass,  let  it  settle  and  pour 
off  the  water.  In  grinding  silver^  supply  the  place  of  gialdolino 
with  nitre. 

27.  A  glue  which  holds  as  tight  as  a  nail. — ^Take  Greek  pitch, 
resm  of  the  pine,  and  powder  of  baked  bricks ;  mix  them  all 
together,  and  when  it  is  to  be  used  make  it  very  hot. 

28.  How  to  make  ink  that  tcill  remain  black  when  toater  is 
added.--  After  the  inkstand  has  once  been  filled  with  ink  of  a 
good  colour,  a  piece  of  red  orpiment  should  be  put  into  it,  and 
if  a  piece  of  the  same  [^.  e.  the  red  orpiment]  be  put  into  white 
of  egg,  it  will  keep  for  a  long  time  without  putrefying. 

By  boiling  roche  alum  in  water  until  one-third  of  the  water 
has  evaporated,  and  while  still  hot,  washing  it  over  paper  with 
a  pencil  or  sponge,  when  it  is  dry  you  may  paint  on  it  eren  if  it 
were  common  blotting  paper,  which  is  not  then  liable  to  blot. 

29.  To  make  a  good  yellow  for  tvriting  and  miniature  paint- 
ing.— Take  what  quantity  you  please  of  the  berries  of  buck- 
thorn while  they  are  still  green  and  unripe,  bruise  them  coarsely 
in  a  mortar,  put  them  into  a  vase  with  enough  ley  to  coyer  them, 
and  place  them  to  boil  over  a  slow  fire  until  half  the  ley  is  con- 
sumed ;  then  strain  through  a  cloth,  and  put  the  strained  liquor 
again  over  the  fire,  with  a  little  roche  alum,  not  heating  it  to 
the  boiling  point,  and  when  you  have  done  iMs,  put  it  into  shells 
to  dry,  and  preserve  it  well-covered  from  the  air. 

30.  To  make  a  most  beautiful  orange-yellow  colour. — Take 
orpiment,  put  it  in  a  jeweller's  crucible,  and  melt  it  over  a  char- 
coal fire,  then  take  it  from  the  fire,  let  it  cool^  and  preserve  it, 
and  when  you  wish  to  use  it,  grind  it  finely,  and  temper  it  with 
gum  water. 

31.  How  pasta  verde  [sap  green]  is  made. — Take  the  grains  or 
berrids  of  the  buckthorn  when  they  are  quite  ripe,  and  this  will 
be  about  the  end  of  September ;  let  them  soften  for  7  or  8  days 
in  a  vase  with  water  in  which  roche  alum  has  been  dissolved  in 
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di  ^Idolino  di  fiandra  del  piii  Alio  e  gialo  3  i  ss-i  di  fogli  d'oro 
3  S8.  poco  piu  b  meno,  il  tutto  si  macina  con  acqua  fresca  poco 
a  poooy  sopra  pietra  di  porfido,  poi  si  mette  in  un  bichiero,  si 
lascia  posare,  e  si  cola  V  acqua ;  per  macinar  1'  argento  si  mete 
in  loco  del  gialdolino,  salnitro  raffinato. 

Colla  che  tien  forte  come  un  chiodo. — Piglia  pecce  greca,  re- 
sina  picea,  e  polvere  di  quadrelli  cotti,  mescola^ogni  cosa  in- 
sieme,  e  dovendola  adoperare  falla  scaldar  bene. 

U  inchiostro  come  si  marUenghi  negro  con  aggiungervi  acqua. — 
Dopo  ch'  una  volta  sara  aggiustato  il  calamaro  con  buona  tintai 
yi  si  metta  dentro  un  pezzo  di  risigallo,  e  mettendo  T  istesso 
nella  chiara  d'  oyo  si  conservera  longo  tempo  senza  putrefarsi. 

Facendo  boUire  allume  di  rocca  in  acqua  che  cali  duoi  terzi, 
e  con  quella  cosi  calda  bagnando  la  carta  con  penello  o  spongia, 
asciuto  che  sara  vi  si  potra  dipingere  sopra  ancor  che  fosse  carta 
strazza  e  leva  le  macchie. 

Per  fare  un  bel  gialdo  da  scrivere  e  miniare. — Piglia  quella 
quantita  ti  place  di  grani  o  sia  pomelli  di  spincervino  ma  verdi 
et  immaturi,  fracassali  nel  mortaro  grossamente,  ponili  in  uaso 
con  dentro  liscia,  che  basti  per  coprirli,  indi  li  metterai  a  lento 
foco  a  bollire  sino  sia  consumata  quasi  la  metta  della  liscia,  dh 
fatto  li  coUerai  per  una  tella,  et  la  coUitura  di  nuovo  metterai 
al  fiioco  con  un  poco  di  lume  di  rocca  facendola  solamente 
scaldare,  finalmente  la  metterai  in  conchiglie  ad  asciugare,  e  lo 
difenderai  ben  coperto  dall'  aria. 

Color  giallo  ranzo  hellissimo, — Piglia  orpimento,  mettilo  in 
grisolo  da  orefici  e  fallo  liquefar  a  fuoco  di  carboni,  indi  levalo 
dal  fiiocoy  lascialo  rafredare,  e  serbalo,  e  quando  vorrai  servir- 
tene,  macinalo  sottil^  e  tempralo  con  acqua  di  gomma. 

Pasta  verde  come  si  faccia. — Piglia  bacchi  o  sia  granelli  di 
spincervino  beniss™^  matturi,  il  che  sara  la  fine  di  7^^  ;  lasciali  a 
mogio  in  un  vaso  per  sette  o  otto  giomi  mettendogli  dentro 
acqua  nella  quale  sia  disciolto  alume  di  rocca,  e  sara  per  ogni 
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the  proportion  of  1  ounce  of  Slum  to  6  of  the  berrie»,  and  boil 
it  well  until  nearly  half  the  water  is  consumed ;  then  cool  it, 
strain  through  a  linen  cloth,  put  the  part  that  is  strained  into 
pigs'  bladders,  and  dry  them  in  the  sun  or  smoke ;  and  this  is 
called  "  pasta  di  vesicha." 

32.  How  to  refine  verdigris, — ^Take  the  verdigris,  grind  it 
well,  steep  it  in  the  best  vinegar  for  3  or  4  days,  strain  it,  then 
pour  the  strained  liquor  on  other  well-ground  verdigris;  let  it 
settle  for  2  days  more,  strain  it  again  gently,  leaving  the  lees 
of  the  verdigris  at  the  bottom  of  the  vase  ;  put  the  liquid  which 
has  been  strained  m  a  glass  vessel  with  a  little  saflSron,  and  keep 
it  well  covered. 

32.  A  most  beavtiful  green  colour. — Take  the  powdered  ver- 
digris, dissolve  it  with  lemon-juice,  and  let  it  settle  for  24 
hours ;  then  strain  the  most  fluid  portion  very  carefully,  leaving 
the  lees  at  the  bottom  of  the  vase.  Put  the  strained  liquid 
into  a  glass  vase,  and  add  to  it  a  little  of  the  above-mentioned 
pasta  verde,  let  it  dry,  and  when  you  use  it,  add  to  it  some 
more  lemon  juice,  and  the  more  you  add  the  more  beautiful  the 
colour  will  be,  so  that  it  will  be  like  an  emerald ;  take  care, 
however,  that  you  do  not  permit  the  pencil  to  touch  water. 

34.  How  to  prepare  cinnabar  for  miniature  painting, — Grind 
the  cinnabar  on  the  porphyry  with  clear  water,  and  let  it  dry  ; 
then  put  it  in  a  glass  vase  with  urine,  mixing  the  two  sub- 
stances well  together ;  then  let  it  settle,  so  that  the  cinnabar 
will  fall  to  the  bottom,  and  pour  off  the  liquid  gently.  Then 
add  more  urine,  mix  as  before,  and  continue  to  do  thus  for  4 
or  5  days,  morning  and  evening,  so  that  the  cinnabar  will  be 
well  purified.  Then  take  some  white  of  egg  well  beaten  with 
a  small  piece  of  dry  wood,  pour  it  over  the  cinnabar  to  the 
depth  of  a  finger,  mix  them  well  together ;  let  the  dnnabar  fall 
to  the  bottom,  and  wash  it  as  before  for  2  or  3  days,  so  that 
the  smell  will  be  removed  from  the  cinnabar ;  and  then,  when 
it  is  well  purified,  pour  in  some  more  white  of  egg,  and  mix 
well  together.  Leave  it  thus,  and  it  will  be  most  perfect. 
When  it  is  used,  stir  it  well. 
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sei  oncie  di  grani  uno  d'  alume,  e  cocendo  molto  bene  sino  alia 
eonsumatione  quasi  della  meta  dell'  acqua,  lasciala  rafiredare, 
si  colli  per  tella  di  lino,  e  la  collatura  si  ponghi  in  vesiche  di 
porco,  di  poi  si  mettono  a  seccare  al  sole  overo  al  fumo^  si 
cbiama  pasta  di  vesicha. 

Verde  rame  come  si  raffini. — Si  piglia  il  verderame,  si  tritta 
bene,  poi  s'  infonde  in  boniss"*  aeeto  per  due  o  tre  giorni,  indi 
si  cola,  e  la  colatura,  lasciando  le  fecci,  si  metti  sopra  altro  ver- 
derame ben  tritto,  si  lascia  posare  per  due  altri  giomi,  collasi 
di  novo  gentil^  lasciando  la  feccia  del  verderame  nel  fondo  del 
vasO)  e  la  collatura  liquida  si  mette  in  ampola  di  vetro  con  poco 
di  2fiafferatio,  serbasi  ben  coperto. 

Color  verde  belHs^. — Si  piglia  il  verderame  polverisato,  si 
disolve  con  succo  di  limoni,  e  si  lascia  posare  per  bore  24,  indi  si 
cola  pian  piano  il  piii  liquido  tralasciando  le  fecci  nel  fondo  del 
vaso,  e  la  collatura  si  mette  in  vaso  di  vetro,  e  se  gl'  aggionge 
un  poco  della  sod^  pasta  verde,  e  si  lascia  sciugare,  e  quando 
vorrai  servirtene,  li  aggiongerai  altro  succo  di  limone,  e  quanto 
piu  cib  farai,  tanto  sark  piii  bello  in  modo  che  parera  un  sme- 
raldo,  avertendo  perb  che  il  pennello  non  tocchi  acqua. 

Come  si  prepari  il  cinaprio  per  miniare. — Macina  il  cinaprio 
sopra  il  poriido  con  acqua  cbiara,  e  quando  sara  macinato, 
lasciallo  seccare,  poi  mettilo  in  vaso  di  vetro  con  orina  sopra^ 
mescolando  ben  insieme,  poi  lascialo  posare  tanto  che  vadi  in 
fondo,  poi  getta  via  1'  orina  piano,  poi  metti  dell'  altra  sempre 
meseolando  come  prima,  e  cosi  farai  per  quattro  o  cinque 
^(HHi,  sera  e  mattina^  che  sara  bems6°^^  purgato.  Poi  habbi 
ebiara  d'  ouo  ben  batutta  con  un  legnetto  secco,  e  mettila 
sopra  il  cinaprio  che  sopravanzi  un  dito,  e  stempralo  bene  in- 
sieme, lascia  andar  in  fondo  il  cinaprio,  e  fa  come  del  orina  per 
doi  o  tt'e  di,  che  levara  tutto  il  tuffo  al  cinaprio,  poi  essendo 
ben  purgato  mettevi  altra  chiara,  e  mescola  bene  e  lascia  co& 
che  sara  perfettiss™**,  e  volendo  adoperare,  mescolano  bene. 
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35.  Green  for  loriting. — Take  the  black  nightshade,  extract 
the  juice,  straiu  it,  and  write  with  it,  and  it  will  answer  well. 
You  may  also  do  the  same  with  the  juice  of  rue, 

35a.  To  make  lake^  indico^  and  lamp-blacky  dry  quickly. — 
Grind  them  with  oil,  then  take  glass  ground  to  a  very  fine 
powder,  and  incorporate  with  the  colours  by  grinding  them 
together  again ;  and  thus,  in  the  space  of  24  hours,  they  will 
dry. 

36.  To  gild  the  leaves  of  hooks. — Having  first  put  the  book  in 
the  press,  and  cut  it  very  evenly,  give  it  a  coat  of  weU-beaten 
white  of  e^,  and  let  it  dry.  Then  take  Armenian  bole  of  the 
size  of  a  nut,  and  candied  sugar  of  the  size  of  a  small  pea, 
grind  them  well  together  dry ;  then  grind  them  again  with 
well-beaten  white  of  egg,  and  give  the  book  another  coat, 
neither  too  thick  nor  too  thin  ;  let  it  dry ;  then  bathe  it  with 
the  pencil  dipped  in  clear  water ;  and  before  it  dries,  lay  on  the 
gold-leaf  dexterously  with  the  cotton,  and  when  dry  polish  with 
the  tooth. 

37.  To  make  a  very  strong  glue. — ^It  is  made  with  ceruse, 
minium,  umber,  and  litharge  of  gold,  all  well  ground  up  with 
boiled  nut  oil,  and  made  into  a  paste  which  serves  for  cementing 
stones  to  wooden  handles  or  other  parts  of  small  machines,  but 
it  ought  to  be  dried  in  the  sun, 

38.  Mode  of  etching  on  copper  or  iron  with  "  aquafortis,**  and 
how  the  said  "  aquafortis  "  is  made, — The  plate  of  copper  must 
be  made  very  even  and  then  burnished,  and  it  must  be  varnished 
with  a  varnish  made  of  wax,  mastic,  and  the  smoke  of  rosin 
made  into  a  cake  by  the  heat  of  the  fire,  then  heating  the  plate 
of  copper  in  such  a  manner  that  when  this  cake  is  rubbed  over 
it,  it  may  be  liquefied  and  united  smoothly.  It  is  then  allowed 
to  cool,  and  the  design  is  drawn  on  it  with  a  sharp  style,  and 
the  plate  is  then  placed  so  that  it  may  hang  over  a  varnished 
vessel  which  contains  the  aqua  fortis  made  in  the  following 
manner : — 

39.  ^^  Aquafortis.** — Pulverize  verdigris,  sal  ammoniac^  and 
galls  of  Istria,  and  put  the  powder  into  strong  vinegar,  and 
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Verde  per  scrivere. — Piglia  solatro  ortense,  cayane  il  succo, 
colalo,  e  scrivi  che  riuscira  beniss"*®.  II  mede  potrai  ancor 
fare  col  succo  di  ruta. 

Per  far  asciugare  prestamente  la  lacca,  indicOy  e  negro  di 

fumo.    Macinati  a  olio,  si  piglia  polvere  di  yetro  ben  pesta,  e 

macinati  sottdlm^y  poi  s'  incorpora  con  li  sud^.  colori,  rimacinan- 

doli  di  nuovo,  e  cosi  in  spazio  di  ventiquattro  bore  s'  asciugbe- 

raimo. 

Per  indarare  le  carte  de  libri, — Primieramente  messo  il  libro 
nel  torcolo  tagliato  ben  uguale  le  darai  una  mano  di  cbiara 
d'  ouo  ben  battuta,  e  lascia  seccare,  poi  piglia  boUo  armeno 
qnanto  una  noce,  zuccaro  candito  quanto  un  cece,  macina  bene 
insieme  a  secco,  indi  torna  macinare  con  cbiara  d'  ouo  battuta, 
poi  ne  darai  una  mano,  cbe  non  sia  troppo  liquido  ne  troppo 
spesso  sopra  il  libro,  e  lascialo  seccare,  e  poi  bagnalo  con  acqua 
cbiara  col  pennello,  et  auanti  s'  asciugbi  mettili  li  pezzi  d'  oro 
in  foglio  sopra  destramente  col  bombace,  e  seccato,  liscia  con  il 
dente. 

Per  far  colla  gagliardis^. — Si  fa  con  cerusa,  minio,  terra  d' 
ombra,  e  litargirio  d'  oro,  si  macina  il  tutto  beniss™^  con  oglio 
di  noce  coto,  e  se  ne  fa  pasta,  qual  serve  per  incolare  pietre 
con  manicbi  di  legno  o  d'  aitra  materia  per  far  macinini,  ma 
devesi  lasciar  seccare  al  sole. 

^Modo  <f  intagliare  in  raine  e  ferro  con  T  acqua  forte^  e  come 
lifaccia  d^  acqua. — Si  prepara  la  piastra  di  Rame  ben  spianata 
e  lustra,  e  s'  invemicara  con  yemice  fatta  con  cera,  mastice,  e 
fumo  di  raggia,  formandone  al  calor  del  fooco  una  pallotta,  poi 
si  fa  scaldare  la  piastra  a  segno  tale  cbe  passandovi,  e  fregan^ 
dovi  sopra  detta  mistiuiL  si  liquefaci  con  unirla  legerm^  sopra 
detta  piastra,  poi  si  lasciara  rafredare,  e  con  im  stecco  aguzzo 
farassi  il  disegno  che  si  yuole,  poi  si  coUochera  deta  piastra  in 
modo  cbe  sia  pendente  sopra  d'  un  yaso  yemicato,  nel  quale  sia 
Y  acqua  forte  seguente. 

Acqua  forte. — Pigliasi  yerderame  salarmoniaco,  aocetto  forte, 
e  galla  d'  Istria,  il  tutto  polyerizzato,  e  messo  nel  detto  accetto. 
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after  beating  it  continually  with  a  spoon  or  "  spattila  "  for  four 
hours,  pour  it  over  the  suspended  plate  (but  if  you  have  to 
engrave  on  iron,  instead  of  the  sal  ammoniac,  put  to  it  some 
corrosive  sublimate),  and  let  that  water  remain  on  the  plate  for 
the  space  of  6  or  8  hours. 

40.  To  make  the  colours  stand  in  freseo,--^They  should  be 
distempered  with  milk ;  this  is  found  to  succeed  wonderfully, 
especially  with  the  smalti  and  smaltini. 

41.  Verdigris  for  painting  in  tmter-colours.'-^Tske  of  verdi- 
gris oz.  vj,  and  of  refined  tartar  of  wine  about  oz.  j,  pound  them 
both  separately.  The  verdigris  is  to  be  put  with  half  a  bocale  of 
Very  strong  vinegar,  weighing  about  oz.  xij,  into  a  new  pipkin, 
and  to  be  allowed  to  boil  until,  on  a  pencil  being  dipped  in  the 
vinegar,  it  will  be  seen  to  stain  a  piece  of  paper. 

During  the  boiling  the  above-mentioned  tartar  must  be 
added,  and  when  it  is  done  it  must  be  placed,  cold,  in  a  glass 
flask,  together  with  what  remains  at  the  bottom,  and  the  water 
must  be  allowed  to  clear ;  and  if,  when  it  is  used,  the  colour  is 
too  deep,  more  strong  vinegar  may  be  added,  and  while  it  is 
used  the  pencil  must  not  be  allowed  to  touch  clear  water. 

Remember  that  the  pipkin  must  not  be  uncovered  during  the 
boiling,  lest  the  vinegar  should  evaporate  ;  a  small  hole  in  the 
cover,  large  enough  to  admit  a  small  piece  of  wood,  will  be 
quite  sufficient  for  stirring  the  mixture  while  it  boils. 

42.  To  lag  the  colours  on  silver  for Jbwers  [for  ornamenting]. 
— After  you  have  laid  on  the  silver,  take  lake  and  whatever 
colour  you  please,  grind  it  up  well  with  pure  water,  and  give 
the  silver  3  coats,  one  thin  and  the  other  two  thicker ;  and. 
when  it  is  dry,  draw  the  ornamental  foHage  or  other  works  with 
the  style,  and  then  apply  the  varnish  warm. 

43.  To  lag  gold  on  sandals^  paper^  or  other  things, — Krst 
apply  a  c(mt  of  strong  Lyons'  glue  (?),  in  which  you  will  bml 
some  white  lead  and  yellow  earth  ground  up  together  with  a 
little  honey ;  then  gild,  and  it  will  succeed  wonderfully. 

44.  Oil  gilding  on  stone, — Take  nut  oil  which  has  been 
boiled  with  litharge  of  gold,  yellow  earth,  and  minium,  well 
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qual  poi  per  quattro  hore  continue  si  fa  passare  sbattendolo  con 
cucchiaro,  o  palletta  sopra  d^  piaatra  pendente,  ma  dovendosi 
intagliare  in  ferro,  in  loco  del  sal  armoniaco,  si  mette  in  d^ 
aequa  del  solimato,  qual  acqua  si  lascia  passanri  sopra  la  piastra 
per  lo  spacio  di  sei  o  otto  hore. 

Per  far  restore  i  colori  afresco.'-^x  deuono  stemperare  con 
latte,  e  cib  riesse  beniss™^,  massime  ne  smalti  e  smaltini. 

Acquarella  di  verderame, — Si  piglia  di  verderame  5  TJi  ^^ 
pesta  beniss"***,  poi  si  pesta  di  tartaro  di  Bote  raffinato  3  j  circa. 

Si  mette  d^  verderame  in  un  pignatino  noro  con  mezo  bocalo 
d'  aceto  fortiss™**  come  sarebbe  5  xij  e  si  lascia  boUire  poi  fin- 
tantoche  pigliando  un  pennello,  e  bagnandolo  in  d°  accetto  si 
vedrk  tinger  bene  la  carta. 

A  mezo  il  boglio  se  li  mettera  il  tartaro  sud^,  e  doppo  che 
sara  fatto  si  mettera  freddo  in  una  caraffa  di  yetro,  insieme  con 
la  residenza  che  sara  in  fondo,  e  si  lasciara  chiarir  1'  acqua,  la 
quale  quando  nell'  adoperarla  restasse  col  color  troppo  carico, 
se  le  potra  aggiongere  nel  ampola  altro  aceto  forte,  ne  bisogna 
nel  adoperarla  che  il  pennello  tocchi  acqua  chiara. 

Avertasi  nel  boUir  a  non  lasciar  il  pignatino  sooperto  accib 
non  svapori,  bastando  un  piccolo  pertuggio  nel  coperto  per 
mettervi  dentro  nel  bucco  un  legnetto,  e  mescolar  il  tutto 
mentre  bolle. 

Per  metier  colori  sopra  argento  perfiorire, — Dopo  ch'  hauerai 
dato  r  argento,  piglia  lacca,  e  qual  si  vo^a  colore^  e  macinalo 
bene  con  acqua  semplice^  e  ne  darai  tre  mani  sopra  V  argento, 
una  chiara,  e  1'  altre  due  piu  spesse,  e  sciugato  farai  i  fiorami  a 
lavori  con  stecco  indi  li  darai  la  vemice  calda. 

Per  metier  oro  sopra  zendalo  carta  o  aUro. — ^Prima  darai  una 
mano  di  coUa  forte  dilione,  nella  quale  boUirai  un  poco  di  mele 
con  blacca,  o  terra  gialda  macinati  insieme,  indi  metterai  Y  oro 
e  riuscira  benissimo. 

Per  metier  oro  sopra  pietra  a  offlio, — Prendi  oglio  di  noce  bol- 
lito  con  litargirio  d'  oro,  e  terra  gialda,  e  minio  ben  macinati. 
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ground  ;  ^ve  three  coats  of  this,  and  let  it  remain  thus  for  2 
or  3  days,  when  you  will  lay  on  the  gold. 

45.  A  clear  and  fine  varnish. — Take  of  clear  Venice  turpen- 
tine oz.  iij,  and  of  odoriferous  oil  of  spike  oz.  j,  melt  them  well 
together  over  a  slow  fire,  and  use  the  varnish  hot,  recollecting 
that  if  you  are  using  it  on  wood  you  must  first  give  it  a  good 
coat  of  glue,  or  distemper  the  colours  with  gum  water,  in 
order  that  the  varnish  may  not  penetrate. 

46.  A  varnish  which  has  been  tried, — Take  equal  parts  of 
white  mastic  and  linseed  oil,  put  them  into  a  new  pipkin  over 
a  slow  fire,  and  when  the  oil  is  hot,  add  to  it  a  little  '^  olio  d' 
ahezzo,"  and  continue  to  mix. 

47.  Another  good  varnish. — ^Take  equal  quantities  of  red 
mastic  well  powdered  and  linseed  oil  with  a  little  resin ;  put 
them  over  the  fire  in  a  new  pipkin,  stirring  the  ingre- 
dients continually  for  a  quarter  of  an  hour,  when  it  will  be 
finished. 

48.  Another  varnish. — Take  of  oglio  d'  abezzo,  naphtha,  and 
white  mastic,  all  at  discretion;  put  the  whole  into  a  new 
pipkin  over  a  slow  fire,  and  boil  until  all  the  mastic  is  dis- 
solved ;  if  there  is  plenty  of  the  olio  di  abezzo  the  varnish  will 
be  better. 

49.  A  varnish  which  dries  directly. — ^Take  equal  parts  of 
boiled  linseed  oil  and  white  mastic,  place  them  over  the  fire  in 
a  new  pipkin  with  a  little  oglio  di  abezzo ;  let  them  boil  while 
you  can  say  a  credo ;  then  add  to  them  spirit  of  turpentine, 
equal  in  quantity  to  half  the  linseed  oil,  mixing  it  well  with  the 
other  ingredients. 

50.  Another  varnish  which  dries  directly. — Put  into  a  pipkin 
a  proper  quantity  of  mastic,  cover  it  with  a  somewhat  greater 
quantity  of  naphtha,  and  leave  the  pipkin  over  the  hot  coals 
until  the  mastic  is  dissolved. 

51.  A  varnish  which  does  not  dry  immediately. — ^Take  of 
white  mastic  oz.  j,  of  nut  or  linseed  oil  oz,  ij,  and  of  oglio  di 
abezzo  oz.  ss ;  put  the  whole  into  a  pipkin,  and  boil  over  a  slow 
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e  ne  darai  tre  maiu,  e  lascierai  stare  cob!  per  due  o  tre  giorai, 
indi  darai  Y  oro. 

Vemice  sottiUa  e  chiara, — Piglia  trementina  di  Venetia 
duara  5  iij,  oglio  di  spico  odorifero  3  h  ^^  fondere  bene  insieme 
a  lento  foco,  poi  la  darai  caldo  a  tuo  modo,  auertendo  di  dar 
prima  una  buona  mano  di  colla  sopra  se  sara  lavoro  di  legno, 
ovrero  stemprerai  li  collori  con  acqua  gommata  accib  la  vemice 
non  trapassi. 

Vemice  pravata. — ^Piglia  mastice  bianco  et  olio  di  lino,  di 
dascuno  parti  uguali,  metti  ogni  cosa  in  un  pignatino  nouo  al 
fbco  lento,  e  come  sara  caldo  1'  olio,  metterai  dentro  un  poco 
d'  oglio  d'  abezzo  e  mescola  sempre. 

AUra  vemice  bona, — Mastice  rosso  ben  pesto,  et  oglio  di 
lino,  tanto  dell'  uno  quanto  deir  altro,  con  poco  di  Raggia,  metti 
ogni  cosa  in  pignatino  novo  al  fiioco,  mescolando  sempre  per  lo 
spatio  d'  un  quarto  d'  bora,  et  e  fatta. 

AUra  vemice. — Si  piglia  oglio  d'  abezzo,  e  oglio  di  sasso  e 
mastice  bianco,  il  tutto  a  discretione,  si  pone  il  tutto  in  pigna* 
tino  a  foco  lento,  e  si  fa  bollir  sin  tanto  che  il  mastice  sia  dis&to, 
e  sara  piii  gagliarda  con  assai  abezzo. 

Vemice  che  subito  «'  asciuffa. — Oglio  di  lino  cotto  con  mastice 
bianco,  parti  uguali,  pongasi  in  pigna°^  nouo  con  poco  d'  oglio 
d'  abezzo  al  faoco,  lascia  bollir  per  spacio  d'un  credo,  poi  met* 
tivi  dentro  un  poco  d'  acqua  di  ra^a,  tantoche  sia  per  metta 
del  oglio  di  lino  mescolando  sempre. 

AUra  vemice  che  subito  asciuga, — ^Metti  in  pignatino  tanto 
mastice  quanto  ti  piace,  coprilo  con  olio  di  sasso  cbe  sopravanzi 
un  poco,  lascia  il  pignatino  sopra  le  ceneri  calde  sintanto  che 
sia  disfatto  il  mastice. 

Vemice  cK  aspetta, — Di  mastice  bianco  3  j?  olio  di  noce  oter 
di  lino  3  ij)  d'  oglio  d'  abezzo  3  ss.,  metti  ogni  cosa  in  un  pigna- 
tino, e  fa  bollire  a  foco  lento  sin  tanto  sia  disfatto  il  mastice, 
poi  mettegli  dentro  poco  oglio  di  sasso  a  discretione. 
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fire  until  all  the  mastic  is  dissolved ;  then  add  a  little  naphtha 
at  discretion. 

52.  A  varnish  which  has  been  proved  to  dry  instantly* — ^Take 
of  coarsely  pounded  white  mastic  oz.  j,  of  sphrit  of  turpentine  oz. 
jy  of  naphtha  oz  j,  and  of  oglio  di  abezzo  oz.  ij  ;  put  all  the  in- 
gredients into  a  glass  vessel  closely  covered  with  paper ;  then 
put  a  tin  pot  over  the  fire,  to  the  handle  of  which  the  glass  must 
be  suspended,  being  secured  to  it  by  a  string ;  and  put  into  the 
tin  pot  sufficient  water  to  cover  the  glass.  Boil  the  water  for 
half  an  hour,  and  until  the  mastic  is  dissolved,  taking  care 
not  to  take  out  the  glass  while  the  water  is  boiling,  as  it  would 
crack. 

53.  Another  varnish* — Let  any  quantity  of  oglio  di  abezzo, 
naphtha,  and  mastic,  be  placed  in  a  pipkin  in  the  summer  and  ex- 
posed to  the  sun,  and  in  this  way  excellent  varnish  will  be  made. 

54.  How  to  toash  old  pictures  previous  to  varnishing  them, — 
Take  tartar  and  black  soap,  and  boil  them  with  water.  With 
this  old  paintings  are  washed,  and  afterwards  varnished  with 
the  following  varnish. 

55.  A  varnish  for  old  pictures. — Take  linseed  or  nut  oil,  oil  of 
spike,  and  powdered  mastic,  all  at  discretion ;  put  them  into  a 
pipkin  over  a  slow  fire.     This  is  found  to  succeed. 

56.  AwAher  mode  of  vsashing  old  paintings. — ^Take  some  weak 
ley  and  soap  with  a  Uttle  of  that  amalgam '  which  is  used  for 
the  backs  of  mirrors,  and  rub  the  amalgam  all  over  the  pic- 
ture ;  leave  it  in  that  state  for  a  short  time,  then  wash  it  off 
with  a  new  ley,  and  lastly  wash  off  the  whole  with  common 
water.     This  has  been  tried. 

57.  A  varnish  which  does  not  dry  immediately. — Take  a 


^  Amalgam  for  the  backs  of  looking  glasses.  The  process  of  silvering 
mirrors  at  Murano  was  described  by  Porta  to  be  as  follows: — '^  The  tin, 
hammered  to  thin  leaves,  was  spread  out  very  smoothly,  and  quicksilver 
was  poured  over  it ;  and  when  the  tin  was  saturated  it  was  covered  with 
paper.  The  glass,  wiped  exceedingly  clean,  was  then  laid  above  it,  and 
while  the  workman  pressed  it  down  with  his  left  hand,  he  drew  out  very 
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Vemice  che  subito  sciuffa — provata. — Di  mastice  bianco  mezo 
pesto  5  jy  d*  acqua  di  rag^a  3  j,  d'  oglio  di  sasso  5  j,  oglio  d' 
abezzo  5  ij,  metta  ogni  cosa  in  un  ampoUa  ben  otturata  con 
carta  poi  metti  una  stagnata  al  loco,  et  in  essa  metti  1'  ampola 
cbe  con  spago  sia  legata  sospesa  al  manicoy  e  metti  nella 
stagnata  tant'  acqua  che  eopra  V  ampola,  fa  boUir  V  acqua  per 
gpaeio  di  mez'  bora,  e  sin  tanto  che  il  mastice  sia  disfato,  aver- 
tendo  di  non  tirar  fuori  Y  ampola  dal  acqua  nel  tempo  che  boUe, 
percfae  1'  ampola  creperebbe. 

AUra  vemice. — Oglio  d'  abezzo,  oglio  di  Basso,  e  mastice, 
ogni  cosa  a  diseretione,  pongansi  in  p^atino  1'  estate  al  sole, 
che  in  questo  modo  si  fii  perfett"*. 

Came  si  lavino  li  quadri  veccki  nanti  di  dargli  la  vemice. — 
Si  piglia  alume  di  feccia,  e  sapon  negro,  si  faboUir  con  1'  acqua, 
£  con  quella  si  lauono  bene  i  quadri  rechi :  poi  se  li  da  la 
£eguente  vernice, 

Vemice  da  darsi  a  quadri  vechi. — Si  piglia  oglio  di  lino, 
o¥iero  oglio  di  noce,  oglio  di  spico,  et  mastice  pesto,  ogni  cosa  a 
cliscretione  si  mette  in  pignatino  a  foco  lento,  e  riesce. 

AUro  modo  di  lauar  quadri  vechi. — Si  piglia  della  liseia 
4olGe^  e  sapone  con  un  poeo  di  quel  stagnolo  cbe  sta  dietro  i 
£pecchi,  e  si  va  con  deto  stagniolo  sfregaciando  eopra  il  quadro, 
e  vi  si  lascia  stare  poco,  poi  si  lava  giu  detto  stagnolo  oon  noua 
liseia,  poi  cod.  acqua  comune  si  lara  giii  ogni  cosa — provajto. 

Vemice  che  aspetta  assal—Pigha  un  pignatino  e  poni  mastice 


carefully  with  his  right  the  paper  diat  lay  between  the  tin  and  the  glass, 
over  which  weights  were  afterwards  placed."  In  Germany,  however,  ac- 
cording to  Garzoni,  an  amalgam  was  used,  composed  of  a  mixture  of  lead, 
tin,  the  silver  marchesite,  and  tartar ;  while  Porta  says  the  mixture  con- 
sisted of  antimony,  lead,  and  colophoniiim.  (See  Beekmann's  '  Inventions,' 
vol.  ii.  p.  78,  79.) 
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pipkin,  and  put  into  it  white  mastic,  linseed,  or  nut  oil,  at  dis-* 
cretion ;  then  boil  it  over  a  slow  fire  until  all  the  mastic  is  dis^ 
solved. 

58.  Mode  cf 'preparing  lime  for  fresco  paintinff. — ^Take  quick- 
lime, quench  it  in  water ;  then  grind  it  well  with  water,  and 
after  it  is  ground  place  it  on  a  stone  impervious  to  water ;  let 
it  dry,  and  it  will  then  be  ready  for  use. 

59.  A  varnish  for  pictureframes  coloured  like  walnut  wood* 
—Take  a  pipkin  and  pour  into  it  a  proper  quantity  of  the 
strongest  spirit  of  wine,  add  to  it  some  dry  pine  resin  in  the 
foUoAdng  proportions,  namely :  of  resin,  a  piece  equal  in  bulk 
to  5  nuts  to  a  drinking  glass  of  spirit ;  then  put  the  pipkin  over 
the  fire,  and  when  the  resin  is  dissolved,  the  varnish  wiU  be 
finished ;  but  take  care  that  the  flame  does  not  approach  the 
pipkin.  You  may  then  use  it  on  any  work  you  please,  but  re- 
member that  dust  before  it  is  dry  will  injure  it  much. 

60.  Secret  for  ttyriting  with  leaf  gold. — If  you  wish  to  write 
with  gold  on  parchment  or  paper,  take  of  candied  sugar  oz  ij, 
and  fine  ochre  oz.  j  ;  grind  them  well  on  a  colour-grinder's  slab, 
then  distemper  with  urine  or  barber*s  ley,  and  make  the  mix- 
ture so  liquid  that  you  can  write  with  it.  '!f  hen  prepare  your 
pen,  and  write  on  the  paper  as  if  you  were  writing  with  ink. 
When  you  have  finished  writing,  let  it  dry  well ;  then  take  up 
the  gold  on  some  small  pieces  of  cotton,  breathe  on  the  letters 
so  that  they  will  become  rather  moist,  and  then  apply  the  gold 
dexterously,  pressing  it  slightly  with  the  cotton.  In  thi& 
manner  the  gold  will  remain  fastened  to  the  letters,  and  you 
must  then  rub  gently  with  paper  or  something  else  on  that  part 
which  is  not  written  on  to  remove  the  loose  gold ;  and  if  the 
letters  should  be  capitals,  like  the  Roman  letters,  you  may  with 
a  penknife  proceed  to  take  ofl^  tlie  gold  where  it  is  not  wanted. 
If  in  any  place  the  gold  does  not  adhere  to  the  letters,  you  may 
put  on  some  more ;  and  lest  that  also  should  not  adhere,  you 
may  retouch  the  letters  with  the  above-mentioned  mixture,  and 
again  apply  the  gold  when  the  composition  is  dry ;  and  this  is 
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bianco  et  oglio  di  liao  o  di  noce  a  discretione  fa  boUir  a  lento 
foco  sin  che  il  mastice  sia  disfatto. 

Modo  S  accomodar  la  calcina  per  servirsene  a  fresco. — Piglia 
calcina  viva,  e  stragila  in  acqua,  poi  madnala  bene  con  acqua, 
e  dopo  macinata  ponila  sopra  pietra  viva,  laBciala  seccare,  e 
adoprela. 

Vemice  da  dare  a  Comid  cohrite  di  color  di  noce. — Si  piglia 
nn  pignati"**,  e  dentro  vi  si  mette  dell'  acqua  vita  galiar- 
diss™*  quella  quantita  si  uol  fare,  e  ])oi  yi  si  fnette  dentro  della 
raggia  di  jnno  secca,  cio^  in  un  bichiero  d'  acqua  vita,  si 
ponera  tanta  raggia  quanto  sara  cinque  noci  in  circa,  poi  si 
mete  al  foco,  et  a  forza  di  foco  si  fsi  disfare,  e  come  sara  dis- 
fata  la  raggia  all'  bora  sara  fatta.  Ma  averti  di  non  lasciar 
aecostar  la  vampa  del  foco  al  pignatino,  quella  poi  si  da  al 
lavoro  che  ti  place,  avertendo  che  la  polvere  le  fa  danno  non 
asciuta. 

Secretto  per  scrivere  con  oro  in  f oglio. — Volendo  scrivere  con 
c»ro  in  carta  pecorina  o  altra  carta,  piglia  Zuccaro  candito  5  ij, 
oerea  fina  3  j,  macina  sottilm^^  sopra  una  pietra  da  macinar 
colori,  poi  distempera  con  orina,  overo  liscia  di  barbiero,  e  lafarai 
tanto  liquida,  che  si  possi  con  essa  scrivere,  poi  accomoda  la  tua 
penna,  e  scrivi  sopra  la  carta  come  se  scrivessi  con  T  inchiostro, 
e  quando  haverai  fornito  di  scrivere,  lascia  asciugare  bene,  poi 
piglia  r  oro  sopra'un  poco  di  bombace  a  pezzetti,  e  con  il  fiato 
li  soffierai  sopra  le  lettere  tanto  che  doventi  un  poco  humida 
poi  va  applicando  destramente  X  oro  premendolo  alquanto  col 
bombace,  che  in  questa  maniera  restera  X  oro  attaccato  alia 
lettera,  e  dove  non  e  seritto  se  ne  andera  via  fregando  legier** 
con  una  carta  o  altra  cosa,  e  se  le  lettere  fossero  Miuscole  (sic) 
come  le  Romane  con  un  temperino  li  puoi  andar  rappezzando, 
e  levar  X  oro  dove  non  fa  bisogno,  e  se  in  alcun  loco  X  oro  non 
fosse  att^ato  ne  porai  dell'  altro,  e  case  che  non  s'  attaeasse, 
si  ritocca  con  la  mistura  sud**,  poi  ponivi  1'  oro  dopo  asciugata  e 
cosi  si  fa.  E  se  vuoi  fare  in  altro  modo  piii  facile,  piglia  succo 
d'  aglio  e  con  quello  scrivi,  e  lascia  asciugare  indi  m'etti  sopra 
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the  manner  in  which  letters  are  gilded.  And  if  you  would  gild 
in  an  easier  manner»  take  garlic  juice,  write  with  it,  let  it  dry, 
and  lay  on  the  gold  in  the  ahove-mentioned  manner.  But  this 
mode  does  not  please  me  on  account  of  the  smell. 

61.  How  very  fine  ink  is  made — ^Take  of  strong  white  wine 
lb.  8,  and  of  well  broken  galls  of  Istria  oz.  viij,  put  them  together 
in  a  glazed  vase,  and  expose  them  to  the  heat  of  the  sun  or  in 
a  covered  furnace  for  8  days,  stirring  them  frequently ;  then 
separate  the  wine  from  the  galls,  strain  it,  and  add  to  it  of 
Roman  vitriol  oz.  vj,  and  leave  it  in  the  shade  for  a  week  longer, 
stirring  it  frequently.  TTien  take  of  gum  arabic  oz.  ij,  dissolve 
it  in  a  pint  of  rose-water,  and  for  8  days  more  continue  to  mix 
this  with  the  wine,  at  the  end  of  which  time  use  the  ink  with  a 
little  boiled  wine,  and  you  will  find  it  good. 

62.  To  torite  with  cinnabar. — Among  all  the  methods  tried, 
the  following  is  esteemed  the  best : — Take  the  whites  of  two 
fresh  eggs,  and  put  them  into  a  new  pipkin ;  then  break  the 
bough  of  a  fig-tree,  containing  the  milk,  into  minute  pieces, 
which  you  will  add  to  the  eggs;  and  with  another  fig-tree 
bough  beat  the  mixture  up  until  the  white  of  egg  is  well 
broken.  Then  strain  it  through  a  fine  linen  rag,  and  place  it 
in  a  well  closed  glass  vessel,  with  an  equal  quantity  of  roche 
alum.  Distemper  your  cinnabar  with  this  white  of  egg,  which 
must  be  first  well  ground  with  clear  water,  and  dried  so  that 
you  can  write  with  it,  and  you  must  mix  it  well  in  using  it. 

In  order  to  preserve  the  white  of  egg  for  a  year,  take  red 
orpiment  of  the  bulk  of  a  chestnut,  and  put  it  in  the  white  of 
egg,  which  consequently  will  never  spoil ;  and  this  serves  for 
grinding  the  gold  for  writing. 

63.  How  to  prepare  indico  so  that  when  tised  it  shall  be  beau^ 
tifuL — Grind  it  well  with  simple  water,  dry  it  on  paper  in  the 
shade,  grind  it  again  with  urine,  and  again  dry  it.  When  you 
wish  to  use  it  thus  in  powder,  mix  it  with  white  lead  with  as 
little  oil  as  possible,  and  it  will  thus  be  beautiful  when  used, 
if  you  first  grind  up  the  white  lead  very  finely,  and  then  dis-- 
temper  thie  indico. 
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1'  oro  al  modo  che  di  sopra  s'  e  detto,  ma  per  1'  odore  non  mi 
place. 


Inckiostro  Jinisi^  come  sifaecicu — Vin  bianco  galiardo  lb.  8, 
Galla  d'  Istria  ben  franta  3  viij,  quale  per  otto  ^omi  stia  nel 
vino  in  vaso  yitriato  al  sole,  o  nel  fomello  coperto  mescolandoli 
spesso,  poi  separate  il  vino  dalla  galla,  e  collandolo,  mettivi 
vitriolo  Romano  5  vj,  e  stiavi  dentro  altri  otto  giorm  all'  ombra 
mescolandolo  spesso,  poi  piglia  di  gomraa  arabica  3  ij  e  posta 
in  O  j  acqua  rosa,  et  per  altri  otto  giomi  mescola  col  vino,  nel 
qual  tempo  con  poco  di  vin  coto,  et  incorporate  insieme,  te  ne 
servirai,  e  sara  bono. 

Per  scrivere  con  cinaprio. — Fra  tutte  le  maniere  provate 
questa  si  stima  boniss"*.  Pigliarai  doaque  la  chiara  di  due 
oua  fresche  e  messa  in  scudella  nova,  romperai  una  bachetta  di 
fico  verde  cbe  habi  il  late  in  minuti  pezzi,  e  la  porai  nella 
ehiara,  e  con  una  bachetta  pure  di  fico  la  sbatterai  sino  che  la 
ehiara  sia  ben  dirota,  il  che  fatto  colerai  per  pezza  di  lino 
sottile,  e  la  porai  in  vaso  di  vetro  ben  turato,  e  vi  pcwai 
altrettanto  alurae  di  rocca.  Distempra  il  cinaprio  con  questa 
chiara  che  sii  prima  ben  macinato  con  acqua  chiara,  et  asciu- 
gato  in  modo  che  possi  scrivere,  e  V  anderai  mescolando  nel 
adoprarlo. 

Per  conservare  un  anno  la  chiara  d'  ovo,  piglia  tanto  risi- 
galo,  come  una  castagna,  e  ponili  nella  chiara,  che  mai  si  guas- 
tera,  e  questa  serve  per  macinar  Y  oro  per  scrivere. 

Come  5'  aceomodi  F  indico  die  in  opra  resti  bello, — Macinalo 
bene  con  acqua  semplice,  poi  mettilo  a  seecare  sopra  carta  all' 
ombra,  e  poi  tornalo  a  macinare  con  orina,  e  tornalo  a  seecare, 
e  quando  si  vol  adoprare  cosi  in  polvere  mischiato  con  la  biacca 
con  mane'  olio  si  potra,  e  cosi  restera  bello  in  opera  macinando 
prima  la  biacca  un  poco  tenera  poi  stemprerai  1'  indico. 

2  A  2 
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64.  How  to  purify  cinnabar  and  minium  for  miniature  paini^ 
inff. — If  you  wish  cinnabar  and  minium  to  be  beautiful,  grind 
them  with  fresh  urine,  and  it  will  succeed  well. 

65.  A  secret  for  making  an  unequalkd  green. — Take  the  purple 
lilies,  that  is,  the  flowers,  and  of  these  the  petals  only  are  to  be 
used,  and  pound  them  until  they  are  well  bruised,  and  leave 
them  until  they  begin  to  ferment ;  then  take  burnt  roche  alum 
at  discretion,  grind  and  incorporate  it  well  with  the  lilies,  leave 
them  on  the  grindstone  for  5  or  6  hours ;  then  prepare  the 
shells,  and  take  a  worn  linen  rag,  put  the  lilies  into  it,  and 
press  the  juice  dexterously  into  the  shells  or  vases  ;  then  dry 
the  colour  in  the  shade,  and  you  will  have  a  beautiful  green  ; 
and  if  you  wish  to  make  the  colour  lighter,  add  to  it  a  little 
quicklime  at  discretion. 

66.  To  prepare  lampblack  for  outlining  the  gold  in  crimson. — 
Distemper  it  with  ox-gall,  then  let  it  dry  in  the  sun,  and  when 
you  use  it  grind  it  with  gum  water. 

67.  To  make  aqua  fortis} — ^Take  one  pint  of  the  strongest 
vinegar,  oz.  iiij  of  verdigris,  oz.  vj  of  sal  ammoniac,  oz.  vj  of 
common  salt,  oz.  ij  of  arsenic,  and  boil  them  until  one-third*  of 
the  mixture  has  evaporated. 

68.  Paste  for  the  aquafortis^ — ^Take  of  Greek  pitch  oz.  j,  of 
wax  oz.  1  ss,  and  of  cnim  arabic  oz.  ij;  liquefy  and  melt 
these  ingredients  in  wal^and  make  a  cerate,  wk^  must  be 
rubbed  gently  all  over  the  previously  heated  iron ;  it  must  then 
be  blackened  by  the  smoke  of  a  lantern,  after  which  the  design 
must  be  drawn  with  the  needle.  You  must  then  put  wax 
roimd  it  like  a  box ;  and  the  space  thus  enclosed  must  be  filled 
with  aqua  fortis,  which  must  be  left  there  for  4  or  6  hours. 

69.  To  write  green  letters. — ^Take  strong  vinegar,  powdered 
gum  arabic,  verdigris,  and  roche  alum,  all  at  discretion,  mixed 
with  the  juice  of  rue,  and  made  so  liquid  that  the  mixture  will 
flow  like  ink. 

70.  To  make  paper  transparent  as  glass. — Take  of  nut  oil  lb. 
88.  and  of  powdered  white  litharge  oz.  j  ss,  mix  them  well  in  a 

^—  "  ,   —     —  — -  —  ^  1  ■■     ■  ■  , 

^  The  aqua  fortis  and  paste  were  for  etching. 
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Came  si  parghi  il  cinaprio  et  minio  per  miniare. — Volendo 
cbe  il  cinaprio  o  minio  yenghi  bello,  macinalo  con  orina  che  sia 
subito  fata,  e  riuscira. 

Secretto  per  fare  un  verde  che  non  ha  pari. — Si  piglia  i  Gilij 
Pauonazzi,  cioe  i  fiori,  e  si  piglia  le  semplici  foglie  poi  si  pes- 
tano  tanto  che  siano  amaccati,  e  si  lasciano  prindpiar  a  putre- 
farsi,  piglia  poi  alume  di  rocca  bruciato  a  discretione,  e  con 
1'  alume  macina  li  gilii,  et  incorpora  bene  1'  alume,  e  poi 
lasciali  sul  macinino  per  dnque  o  sei  hore,  poi  prepara  le  eon- 
chilie,  e  piglia  una  pezza  di  lino  usata,  e  metti  li  Gilij  dentro, 
e  con  destrezza  va  premendo  sopra  le  conchilie  o  vasi,  e  lasci- 
erai  seccare  all'  ombra  et  haverai  un  bel  verde,  e  volendolo 
far  piu  chiaro  vi  porrai  un  poco  di  calcina  viva  a  tua  discre- 
zione. 

Per  accomodar  negro  difumo  per  profilar  V  oro  in  cremesino. 
— Si  distempra  con  fiel  di  bue,  poi  si  mette  a  sciugar  al  sole  e 
dovendolo  adoperare  si  macina  con  acqua  gommata. 

Per  far  acqua  forte. — Una  pinta  d'  accetto  fortiss"**  verde- 
rame  3  i^ij  ^  armoniaco  5  yj  ^  comune  5  ^j  arsenico  5  ij 
bollito  insieme  e  consumato  il  terzo. 

Pasta  per  V  acqua  forte. — R.  Pece  Greca  5  j  cera  5  1  ss., 
goma  arabica  5  ij?  it  tutto  liquefatto  e  fuso  in  acqua,  se  ne 
forma  cerotto,  il  quale  scaldato  prima  il  ferro  si  toccara  sot- 
tilm^,  e  tutto  si  fara  negro  sopra  il  fiimo  della  lucerna,  poi  con 
1'  ago  si  fark  il  disegno.  e  si  por*  deUa  cera  attomo  a  foggia  di 
scatola,  e  s'  empira  il  luogo  di  d^  acqua  forte,  e  si  lasciera  per 
spacio  di  4  o  6  hore. 

Per  scrivere  lettere  verdi. — Si  piglia  accetto  forte,  gomma 
arabica  in  polvere,  verderame,  alume  di  rocca,  tutto  a  discre- 
zione,  mescolati  con  succo  di  ruta,  e  si  fa  liquido  in  modo  che 
possa  correre  a  modo  d'  inchiostro. 

Per  far  carta  trasparente  come  vetro. — R.  Oglio  di  noce  lb. 
ss.  litargirio  bianco  polverizzato  3  j  ss.  il  tutto  mescolato  in- 
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new  pipkin,  and  heat  them  gently  for  the  space  of  an  hour,  but 
do  not  boil  them.  Let  the  mixture  then  settle  for  24  hours, 
and  pour  this  purified  oil  into  another  pipkin  with  5  viij  of  pow- 
dered white  Greek  pitch,  and  dissolve  them  gently  by  heating 
them  without  boiling  as  above. 

71.  To  make  white  bone  black. — Take  of  litharge  and  quick- 
lime each  oz.  6,  mix  them  with  common  water,  and  place  them 
over  the  fire  to  boil ;  put  in  the  white  bone,  stirring  continually 
until  the  water  boils.  Then  take  the  vessel  from  the  fire,  and 
do  not  cease  stirring  until  the  water  is  cold,  when  the  bone  will 
be  black. 

72.  To  make  hone  as  soft  as  wax. — Take  equal  quantities  of 
Roman  vitriol  and  common  salt,  pound  them  well,  put  them 
into  an  alembic  and  distil  them,  and  preserve  the  water,  and 
when  you  wish  to  soften  the  bone,  put  it  in  Ihis  water,  and  it 
will  become  soft  as  wax. 

73.  To  make  white  bone  green. — Take  a  bocale  of  strong  vine- 
gar, of  powdered  verdigris  and  brass  filings  each  oz.  3,  and  of  rue 
j.  handful.  Pound  each  ingredient,  put  them  all  together  into  a 
glazed  vase  with  the  bone ;  close  up  the  mouth  of  the  vase,  and 
put  it  in  a  cellar  for  a  fortnight,  when  the  bone  wiU  be  green. 

74.  A  most  bea/utiful  green  for  miniature  painting. — Take 
equal  quantities  of  verdigris,  litharge  of  gold,  and  quicksilver^ 
grind  them  all  to  a  fine  powder  with  urine,  and  put  them  into 
a  bottle,  which  you  must  bury  in  hcH-se  dung  for  20  days ;  then 
take  it  out,  grind  the  verdigris  again,  and  you  will  have  a  most 
noble  green  for  mibiatures^  writing,  and  painting. 

75.  To  change  bone  to  a  most  beautiful  green  col&ur. — Take 
well  pounded  verdigris,  steep  it  in  goat's  milk  and  leave  it  until 
it  becomes  green;  then  put  it  into  a  copper  vase  with  the  bone, 
close  up  the  vase  air  tight,  bury  it  in  dung  for  a  week,  when  you 
will  find  the  bone  of  a  green  colour,  which  will  be  still  more 
beautiful  if  the  bone  is  afterwards  boiled  in  nut  oil. 

76.  Another  way  of  making  transparent  paper. — Take  warm 
olio  di  abezzo ;  there  is  nothing  better. 

77.  To  make  rosetto  di  verzino. — ^Take  verzino  or  red  sandal 
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neme  in  pignatino  novo,  si  fa  lentamente  scaldare  per  lo  spacio 
d'  im  hora  maper6  non  bolli,  coai  &to  lasciassi  posare  per  bore 
My  poi  si  mete  in  un  altra  pignata  il  d^  oglio  purificato  con 
5  viij  di  pece  greca  pesta  e  bianca,  e  si  fara  fondere  a  puoco  a 
puoco  ma  che  non  bolli  come  sopra. 

Osso  bianco  che  diventi  negro. — Litargirio,  calce  viva,  an.  oz 

6,  mistica  con  T  acqua  comune  e  meti  a  boUire,  e  ponivi  1'  osso 

bianco  sempre  menand;0  per  fin  cbe  comincia  a  bollire,  e  levalo 

dal  foco,  e  non  restar  di  menare  sin  che  1'  acqua  si  raffireddi  e 

^sara  negro. 

Oeso  came  $i  facet  mole  come  cera. — Piglia  vitriolo  Romano 
sal  com.  an.  e  ben  pesti^mettili  in  lambico,  e  distila  e  serva 
r  acqua,  e  quando  voral  molificare  1'  osso  mettilo  dentro  la  d^ 
acqua,  e  vera  mole  come  cera. 

Osso  bianco  che  diventi  verde, — Accetto  forte  boccali  uno, 
verderame  polverizzato,  limatura  d'  ottone,  an.  oz.  3 1  ruta  man. 
j,  pestta  ogni  cosa,  e  metti  in  vaso  invitriato,  e  metti  1'  osso  den- 
tro, e  tura  il  vaso  bene,  e  metti  il  detto  vaso  in  cantina  per 
quindici  di,  e  saranno  verdi. 

Verde  bellia^  per  miniare, — R.  verderame,  litargirio  d'  oro, 
argento  vivo  an :  macina  tutto  insieme  sottiP  con  orina  di  puto, 
e  poni  il  tutto  in  boecia  sepelita  in  lettame  di  cavallo  per  venti 
giomi,  e  poi  cavalo  fuori,  e  di  novo  tomato  a  macinare,  et  have- 
rai  verde  nobiliss™®  per  miniare,  scrivere,  e  dipingere. 

r 

Per  far  osso  verde  beUissimo. — Piglia  verderame  ben  rotto,  e 
ponilo  in  latte  di  capra  e  lascialo  sino  che  diviene  verde,  di  poi 
metilo  in  vaso  di  rame  e  ponivi  V  osso,  poi  copri  beji;iisaiinio  che 
non  sfiati,  e  ponilo  in  letame  otto  giomi,  e  lo  troverai  verde,  e 
con  farlo  boUire  nel  oglio  di  noce,  sara  piii  bello. 

Per  far  carta  lucida  in  altro  modo. — Kglia  oglio  d'  abezzo 
caldo  per  farla  belliss"**  non  v'  e  meglio. 

A  fare  rossetto  di  verzino, — Pigla  verziQo  overo  sandali  rossi, 
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wood,  cut  it  into  small  pieces,  and  soften  it  in  rain  water,  in 
which  it  is  to  be  left  for  three  days ;  then  boil  it  until  the  water 
is  reduced  to  half  its  ori^nal  quantity,  and  for  every  pound  add 
oz.  1.  of  roche  alum  with  a  scruple  of  gum  arabic,  and  boil  it 
until  all  the  ingredients  are  liquefied,  strain  it,  and  it  will  be 
finished. 

78.  Mode  of  colouring  bones  so  that  they  will  appear  like 
emeralds. — Take  aqua  fortis  which  dissolves  metals  and  let  it 
dissolve  as  much  brass  or  copper  as  it  will,  put  into  it  the  bone 
which  you  wish  to  colour,  having  first  carved  it  as  you  please^, 
and  leave  it  in  the  water  for  one  night,  when  its  colour  will  be 
beautiful. 

79.  To  make  a  beautiful  green. — ^Take  the  ripe  berries  of  the 
buckthorn,  pound  them,  boil  them  with  roche  alum  water,  and 
incorporate  with  them  some  of  the  yellow  made  from  the  buck- 
thorn and  a  little  safiron^  and  thus  a  most  beautiful  green  will 
be  made. 

80.  To  make  brazil  wood  of  four  colours. — Take  brazil  wood, 
and  steep  any  quantity  you  please  (so  that  it  is  more  than  a 
third  part)  in  clear  water  until  the  colour  is  very  red.  Then 
divide  this  colour  into  4  parts:  if  you  wish  to  make  a  rose 
colour  use  it  pure ;  if  you  wish  it  purple  add  lime  water,  but 
the  water  must  be  tepid ;  if  you  wish  a  violet  colour  add  a  ley  to 
it ;  and  if  you  desire  that  it  should  be  of  a  mulberry  colour  add 
tartar. 

81.  To  make  a  green  for  writing  and  miniature  painting. — 
Take  verdigris,  litharge,  and  quicksilver ;  grind  them  all  toge- 
ther with  urine,  and  write  or  paint  with  this,  which  will  be  beau- 
tiftil,  and  of  the  colour  of  an  emerald. 

82.  To  make  a  green  for  miniatures  and  painting. — Take  ver- 
digris, dissolve  it  with  vinegar,  and  when  it  is  well  dissolved 
strain  it  through  a  fine  cloth ;  then  grind  it  up  well  on  the  por- 
phyry slab  with  clear  water,  adding  honey  during  the  grinding. 
Let  it  dry,  and  again  grind  it  up  with  gum  water,  and  it  will 
be  done. 

83.  To  render  any  colour  more  brilliant  and  permanent.  —Take 
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e  taglia  sottilm^  emettansi  a  moUe  in  acqna  piovana,  e  lasciali 
per  tre  giorni,  e  poi  fall!  bollire  al  calo  della  meta,  e  per  ogni 
lib.  agiongi  oz.  uno  alume  di  rocca,  et  un  scrupolo  di  gomma 
arabica,  e  facciasi  bollire,  tanto  che  le  d^  cose  siano  liquefate, 
e  colalo  che  sara  fatto. 

Modo  di  tingere  ossa  che  parerano  smeraldi. — Piglia  acqua 
forte  da  partire,  et  falle  man^are,  e  disolvere  tanto  rame,  o 
ottone  quanto  ne  pub  disolvere,  et  in  essa  metti  le  ossa  che  voi 
tingere,  havendole  prima  fate  lavorare  a  tuo  modo  e  lasciali  in 
d^  acqua  una  note,  e  saranno  belliss"^. 

A  fare  un  bel  verde.—  Piglia  bacche  di  spincervino  ben  mature, 
e  pestali,  e  fidli  ben  bollire  con  aqua  d'  alume  di  rocca,  e  in- 
corpora  giallo  di  spincervino  e  un  poco  di  zafiarano,  e  sara  fato 
un  verde  belliss"*. 

A  fare  il  verzino  in  quattro  coZon. -^Piglia  verzino  e  concialo 
in  acqua  chiara  quella  quantitk  che  voi  tanto  che  sia  piu  del 
terzo,  e  tanto  che  il  color  sia  ben  rosso.  Poi  parti  questo  colore 
in  quattro  parti ;  e  volendo  fare  color  rosato  adopralo  come  si 
trova,  e  volendo  pavonazzo,  aggiongi  acqua  di  calcina,  averti 
che  il  verzino  vol  tepido,  se  violato  poni  liscia,  e  se  lo  voi  mo- 
rello  poni  alume  di  feccia. 

Afar  verde  per  scrivere  e  miniare. — R.  verderame,  litargirio, 
et  argento  vivo,  e  trita  tutto  insieme  con  orina  di  putto  e  scrivi 
o  mima  che  sara  belliss™^  e  sara  colore  di  smeraldo. 

A  far  verde  per  miniare  e  dipingere. — R.  verderame  e  con 
accetto  il  farai  disfare,  e  quando  sara  ben  disfatto  il  colerai  con 
pano  sottile,  e  poi  lo  macinarai  sul  porfido  bene  con  acqua  chiara 
e  vi  porai  del  miele  nel  macinarlo,  e  lascialo  poi  sciugare,  poi 
ritorna  a  macinarlo  con  acqua  gommata  e  sara  fato. 

Ut  vividior^  et  maxime  constans  quilibet  reddatur  color, — R, 
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the  rectified  spirit  of  urine  in  a  glass  phial,  and  mix  your 
colour  with  this.  Leave  it,  mixed,  in  the  gentle  heat  of  ashes, 
or  of  hot  water,  for  half  an  hour,  the  mouth  of  the  phial 
being  stopped.  Then  separate  the  colour  from  the  spirit,  and 
you  will  find  it  more  florid,  and  much  more  permanent.  But  if 
the  spirit  is  not  to  be  obtained,  a  ley  prepared  from  calcined 
tartar,  nitro  fixo,^  and  the  salt  of  urine  may  be  used. 

If  in  this  ley  are  boiled  crimson  woollen  cloths,  a  most  won- 
derful cochineal  colour  is  obtained,  which  is  commonly  called 
*^  scarlato  col  secrete."  The  same  may  be  said  of  the  other 
colours. 

If  copper  is  dissolved  in  the  spirit  of  nitre  [nitric  acid]  and 
then  precipitated  by  a  solution  of  salt  of  tartar,  there  will  be  a 
green  colour  much  less  corrosive  than  the  other  colours. 

If  by  the  same  spirit  ceruse  is  dissolved,  and  then  precipitated 
by  a  solution  of  gold,  there  will  be  a  very  white  and  delicate 
colour. 

84.  To  make  green  letters. — Take  the  juice  of  rue,  verdigris, 
and  saflron,  grind  them  together,  and  write  with  gum  water. 

85.  To  make  blue  ink. — Take  "  endico  bagatelle,"  grind  it 
to  a  fine  powder,  liquefy  it  with  the  above-mentioned  gum  water, 
and  if  you  wish  the  colour  to  be  very  fine  add  to  it  roche  alum 
(without  gum  water  it  would  not  flow  well),  and  it  is  then  finished. 

86.  To  make  the  lily  green.. — ^Take  the  purple  lilies,  pick  off 
the  most  highly  coloured  petals,  and  leave  them  to  ferment  for  a 
day ;  then  pound  them  in  a  mcnrtar,  put  the  juice  in  a  cup,  then 
tie  up  some  quicklime  and  alum  in  a  piece  of  linen  rag,  put  it 
into  the  juice,  stirring  it  about  until  the  green  colour  is  develc^ed ; 
then  keep  it  dry  in  paper,  and  let  it  be  made  in  fine  weather. 

87.  Mode  of  extracting  the  colour  af  brazil  wood. — Take  of 
rasped  or  filed  brazil  wood,  say,  oz.  2,  and  white  of  egg  at  discre- 
tion, but  in  sufficient  quantity  to  soak  the  brazil  wood ;  then  take 
two-eighths  of  burnt  roche  alum,  and  put  the  whole  together  in 
a  pipkin,  and  stir  it  with  a  wooden  spatula  until  you  see  that 

1  Nitre  deflagrated  in  a  crucible  along  with  charcoal.    See  Nuovo  Plico, 
p.  123. 
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Bpiritum  defecatum  urinae  in  vitrea  phiala,  cum  eo  misce  colo- 
rem.  Belinque  mixtum  in  leni  dnerum  vel  aquae  calidse  calcH'e, 
per  semihoram  dauso  phiale  ore.  Separa  deinde  colorem  a 
spiritu  et  invenies  floridiorem,  maximeque  constantem,  loco 
spiritu  urinae  si  desit  adfaiberi  potest  lixinum  ex  tartaro  calci- 
nato  nitro  fixo,  et  urinae  sale  confectum. 

Si  in  hoc  Usivio  coquantur  vellera  pamii  carmesini  extrahetur 
inde  cdor  mirificus  coccineus  qui  vulgo  dicitur  scarlatocol  secreto 
idem  die  de  caeteris  col<Mibufi. 

Si  nitri  spiritum  solratur  cuprum,  ac  deinde  lixivio  salis  tar- 
tari  praecipitetur  habebitur  color  viridis  alios  colores  minime 
rodens. 

Si  eodem  8|Hritu  solvatur  cerusa,  ac  deinde  solis  aqua  praeci- 
pitetur, habebitur  candidissimus  delicatissimusque  color. 

Afar  lelt^re  verdi. — R.  ruta  e  cavane  il  succo,  verderame,  e 
zafierano  e  macina  insieme,  e  scrivi  con  acqua  gommata. 

A  far  inchiostro  turchino. — B.  endico  bagatelle  macinalo 
sottile,  e  liquefdo  con  acqua  di  gomma  della  soprad^,  e  chi  lo 
vol  fare  belliss"^®  li  meta  alume  di  rocca,  e  senza  acqua  di  gom- 
ma non  correrebbe  ed  e  fatto. 

Per  fare  il  verde  gilio. — Si  piglia  i  giKj  pavonazzi,  e  se  li 
levano  le  parte  piu  colorite  poi  si  pone  per  un  giomo  a  putre- 
farsi,  poi  si  pestano  in  miHrtaro,  e  si  cava  il  suco,  si  pone  in  tazza, 
poi  si  mete  caloe  viva  et  alume,  e  messo  in  pezza  di  lino  si  pone 
nel  detto  suco  face&dolo  girare  sin  che  si  vede  ricavato  il  colore 
verde  e  conserva  poi  ascinto  in  carta,  e  si  fa  in  tempo  bono. 

Modo  di  cofoar  il  colore  dot  brcmle. — Pigfia  il  brasile  raspato 
o  limato  u.  g.  (sic)  oz.  2.  piglia  bianchi  d'  ova  a  discretione  che 
tutto  resti  inzuppato,  poi  i»glia  due  ottavi  alumiC  di  rocca  abruc- 
ciato,  e  il  tutto  metti  insieme  dentro  una  scuddla  pd  con  spatola 
di  legno  rimena  il  tutto  sintanto  che  vedrai  il  tutto  ben  colorito^ 
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tbe  whole  is  well  coloared,  strain  it  through  a  linen  rag,  and 
immediately  expose  it  to  the  sun  that  it  may  dry ;  and  if  you 
widi  to  make  a  beautiful  purple,  take  Campeachy  wood  (?),  and 
do  the  same  with  that. 

88.  To  make  the  Indian  varnish.  First  notice. — You  must 
first  heat  an  earthen  vase,  and  while  it  is  very  hot  put  into  it 
the  gum  lac  pounded  and  sifted  through  a  silk  sieve ;  then  add 
to  it  about  1  of  an  ounce  of  colophony,  and  at  the  same  time, 
that  it  may  have  a  body,  collect  it  on  the  end  of  a  stick  in  order 
to  present  all  parts  of  it  to  the  fire,  that  it  may  all  be  of  the 
same  colour,  and  as  soon  as  it  is  liquefied  you  will  add  to  it,  a 
little  at  a  time,  the  powdered  colours,  observing  that  they  must 
be  quite  dry  when  they  are  put  in. 

89.  For  green. — Take  15  drachms  of  orpiment,  a  drachm  of  in- 
dico,  more  or  less  dark  in  colour,  for  the  sky-blue^  sulphur  well 
pounded  with  indico  at  discretion,  and  so  with  the  other  colours. 
Afl«r  the  colours  are  well  mixed  on  their  sticks  with  the  gum  lac 
they  must  be  frequently  beaten  on  the  marble,  or  in  a  hot  mor- 
tar, in  order  to  mix  them  well ;  they  are  afterwards  worked  in 
the  hands,  and  little  tablets  are  made  of  them  for  use  when  they 
are  wanted.  For  dark  blue,  indico  alone ;  for  yellow,  orpiment ; 
for  red,  cinnabar  or  minium  ;  for  olive,  burnt  orpiment ;  for  flesh 
colour,  sulphur  and  minium ;  and  so  for  all  the  other  colours. 

90.  To  extract  the  colour  of  the  gum  lac^  so  that  it  will  serve 
for  bright  colours. — Pulverize'  coarsely  the  gum,  and  put  it 
into  a  ley  of  rosewood  or  vinewood,  which  will  extract  its  co- 
lour ;  you  must  then  separate  the  water  from  the  gum,  and 
evaporate  it  carefiilly  until  it  begins  to  thicken.  You  must 
then  take  it  from  the  fire,  and  stir  it  with  a  silver  spoon,  and 
let  it  settle  till  the  next  morning,  and  when  it  is  sufiiciently 
thick,  you  must  place  it  on  a  slab  of  marble,  dry  it  and  use  it 
for  giving  a  lustre  to  the  gum  and  to  all  colours.  Observe 
that  this  colour  mixed  with  white  lead  makes  a  most  beautiful 
flesh  colour. 

The  remainder  of  the  gum  lac  must  be  washed  in  the  ley 
until  it  has  entirely  lost  its  red  colour ;  it  will  then  do  for  melt- 
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colla  per  pezza,  e  poni  al  sole  subito  a  seccare;  se  voi  fare  iiti 
bel  pavonazzo,  piglia  il  campucdo  e  fa  1'  istesso. 


Per  fare  la  vemice  indiana^  p^  avertimento. — ^Bisogna  far 
scaldare  un  vaso  di  terra,  essendo  ben  caldo  metti  della  gomma 
lacca  pesta  e  crivelata  al  setazzio  di  seta,  ponivi  insieme  circa 
i  d'  oz.  coUofonia  e  nell'  istesso  tempo  ch'  havera  fatto  corpo, 
la  coglierete  alia  cima  d'  un  bastone  per  presentarla  al  foco 
Yoltandola  da  tutte  le  parti  a  fin  che  prendi  ugualm^  il  colore, 
e  subito  liquefatta  che  sara,  li  metterai  a  poco  a  poco  li  collori 
ben  pesti  osservando  che  siano  ben  secchi  nel  ponerli. 

Per  il  verde. — Vi  bisognano  15  dramme  d'  orpimento,  e  una 
dramma  d'  indico  piu  o  meno  oscuro,  per  il  turchino  solfaro  ben 
pesto  con  indico  a  discretione,  e  cosi  dell'  altri  colori.  Doppo 
che  li  colori  saranno  ben  mescolati  sopra  li  bastoni  con  la  gomma 
lacca,  bisogna  batterli  sopra  il  marmo,  o  dentro  un  mortaro 
caldo  molte  volte  per  renderlo  ben  mescolato,  e  dopo  voltarlo 
nelle  mani  e  fame  tavolette,  per  servirsene  ne  bisogni,  il  tur- 
chino scuro,  r  indico  solo,  il  gialo  V  orpimento,  il  rosso  il  cina- 
prio,  o  minio,  color  d'  oliva  orpimento  abbruciato,  color  di  carne, 
solfaro  e  minio,  e  cosi  di  tutti  li  altri  colori. 

Per  tirare  il  colore  della  gomma  lacca  che  serve  per  li  colori 
vivi. — ^Polveriza  grossam^®  la  detta  gomma,  e  ponila  in  liscia 
di  legno  di  rosa  o  di  vite,  e  la  detta  liscia  tirera  il  colore,  bi- 
sogna separare  le  acque  dalla .  gomma,  e  farle  svaporare  so- 
til*®  sin  tanto  ch'  essa  cominci  a  divenir  spessa.  All'  bora 
bisogna  levarla  dal  fuoco,  e  moverla  con  un  chuchiaro  d'  ar- 
gento,  poi  lasciarla  riposare  insino  alia  mattina,  e  quando 
bavera  fatto  corpo,  metterla  sopra  una  pietra  di  marmo  e  farla 
seccare,  e  ve  ne  servirete  per  dare  il  lustro  alia  gomma,  e  a 
tutti  li  colori.  Nota  che  questo  colore  con  biacca  fa  color  di 
came  bellissimo. 

La  residenza  della  gomma  lacca  bisogna  lavarla  nella  liscia, 
siQ  tanto  ch'  habbi  lasciato  il  color  rosso,  e  vi  servira  per  fon- 
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ing  with  the  other  colours,  as  cmnabar,  orpiment,  and  others, 
because  the  gum  being'passed  through  the  ley,  is  clarified  [or 
bleached],  and  all  the  impurities  of  the  inside  will  pass  off  with 
the  colour. 

TTie  wood  should  be  covered  with  a  coat  of  yellow  made 
with  orpiment,  and  the  colours  placed  on  it,  ad  libitum.  But 
this  must  be  after  having  spread  the  yellow  with  a  willow  wand 
or  some  other  stick. 

91.  To  purify  the  gum  lac,  so  that  it  will  give  a  lustre  like 
crystal. — Take  the  clearest  gum,  break  it  in  a  strong  and  clear 
cloth  bag,  2  fingers  in  breadth,  and  at  the  two  extremities  of 
the  bag  tie  two  sticks,  so  that  they  may  keep  the  bag  closed, 
which  you  will  present  to  the  fire,  and  continue  turning  it  round 
until  the  gum  passes  through  the  doth,  which  you  must  scrape 
with  a  wet  knife,  on  the  marble,  and  continue  to  do  so  until 
the  whole  has  passed  through,  taking  care  that  you  do  not  bum 
yourself,  and  this  gum,  thus  purified,  serves  for  giving  a  lustre 
to  all  works. 

92.  An  amber  uamwA.-— Take  common  turpentine,  make  it  to 
boil  for  a  quarter  of  an  hour,  add  to  it  some  amber  well  powdered 
on  the  marble,  boil  it  for  half  an  hour  until  the  amber  is  lique- 
fied, and  take  it  from  the  fire.  As  soon  as  it  is  cold  it  will 
become  hard ;  when  you  wish  to  use  it,  dilute  it  with  oil  of  tur- 
pentine in  order  that  it  may  liquefy,  and  it  will  be  better  to 
heat  it  slightiy  diat  it  may  be  more  manageable,  taking  notice 
that  while  it  is  hot,  it  should  be  passed  through  a  cloth,  and 
the  part  which  passes  through  will  be  the  best  part.  Apply  it 
with  the  pencil  or  with  the  warm  hand.  It  is  necessary  to  ac- 
quaint you  that  this  composition  should  be  washed  in  hot 
water,  after  it  has  been  well  strained^  that  it  may  be  clean  and 
pure. 

93.  Another  secret  to  make  the  true  Indian  varnish. — Take 
gum  lac  and  oil  of  spike,  both  of  them  clean  and  pure.  The 
oil  must  be  cleansed  from  its  impurities  with  an  equal  quantity 
of  litharge  of  gold;  it  must  then  be  redistilled  and  again 
left  to  settle  until  it  becomes  clear  after  being  passed  twic6 
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dere  con  li  colon,  come  cinaprio,  orpimento,  et  altri,  percbe  la 
gomma  essendo  passata  per  la  liscia  si  rendera  chiara,  e  tutte 
le  sporchezze  di  dentro  se  ne  anderanno  alia  tantara. 

Bisogna  coprire  il  legno  di  gialdo  fatto  con  1'  orpimento  e  di 
poi  mettergU  li  altri  colori  ad  UKtum  sopra,  ma  questo  dopo 
haver  bene  disteso  il  detto  colore  gialo  con  un  bastone  di  salice 
o  altro. 

Per  purificare  la  gomma  laeca  ehe  data  il  lustra  come  cris- 
tallo. — Prendi  la  gomma  piu  chiara  conquassala  dentro  un 
sachetto  di  tella  forte  e  chiara,  che  sdi  stretto  due  dita,  et  alle 
due  estremita  del  sacco,  lega  due  bafitoni  che  tengano  serato 
il  sacco,  qual  presenterai  al  fiioco,  voltandolo  sempre  sino  che  la 
gomma  passi  fuori  della  tella,  qual  raschierai  con  cortello  bag- 
nato  sopra  il  marmo,  e  segniterai  sino  che  e  passata,  ma  averti 
di  non  abbrucciarla,  e  questa  gomma  cosi  purificata  serve  per 
lustrare  tutti  li  lavori. 

Vemice  <f  ^mira.^— Piglia  grassa  terbentina,  fala  boUire  per 
i  d'  bora,  e  ponili  del  ambra  sul  marmo  ben  in  polvere  fata,  e 
falla  boUire  per  mez'  bora  sin  che  1'  ambra  sialiquefata,  levala 
dal  Aioco,  e  subito  fredda,  divert  dura,  volendola  adoperare 
bisogna  aiutarla  con  1'  oglio  di  terbentina,  accio  si  liquefaccia^ 
e  fala  un  poco  scaldare  per  maneggiarla  bene,  avvertendo  che 
quando  e  calda  di  farla  passare  per  un  panno  et  quello  che 
passera  sara  il  buono,  applicandolo  con  pennello  overo  con  la 
mano  ben  calda.  Bisogna  avertire  che  tutta  questa  cconposi- 
tione,  si  deve  lavare  nel  acqua  calda  dopo  d^  haverla  ben  colata 
accio  sii  ben  netta  e  purgata. 


Altro  secreto  per  fare  la  vemice  vera  d'  India. — R.  Gomma 
lacca,  et  oglio  di  spiga  tutti  neti  e  puri,  1'  oglio  bisogna  che  ^a 
xietatto  dalla  sua  grossezza  con  tanto  di  letargirio  d'  oro,  quanto 
di  oglio,  e  questo  bisogna  far  passare  per  un  vetro  per  distiUa- 
tione,  e  si  toma  a  riposare,  sino  che  sia  ridotto  chiaro,  e  pas- 
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through  the  still.  Another  vessel  shaped  like  this  must  be  pro- 
cured,  and  for  every  4  ounces  of  spike  must  be  taken  one 
ounce  of  gum  lac  (if  it  is  very  yellow 
and  clear  there  is  no  doubt  of  its  good- 
ness) ;  the  whole  is  then  to  be  placed  over 
a  diarooal  fire  and  to  be  boiled  until  the  colour  is  changed, 
and  the  varnish  becomes  like  honey.  To  know  whether  it  is 
good,  put  a  drop  on  a  knife,  and  if  it  remains  united  it  is  good ; 
it  must  afterwards  be  poured  through  a  linen  cloth  into  a  vase 
of  majoUca  and  preserved. 

Cinnabar  is  ground  up  with  pure  water,  and  dried  on  the 
stone ;  then  ground  for  a  quarter  of  an  hour  with  seven  times 
its  quantity  of  varnish.  The  varnish  is  then  applied  with  a 
pencil,  and  the  work  is  to  be  exposed  to  the  air  for  2  hours  in 
order  that  the  odour  may  pass  away ;  for  the  same  reason  the 
work  is  to  be  kept  in  a  warm  place ;  any  colour  may  then  be 
laid  on  5  or  6  times. 

After  this  it  must  be  made  perfectly  clean  and  again  var- 
nished, continually  dipping  the  pencil  in  oil  of  spike.  When- 
ever you  varnish  you  must  dry  the  whole  perfectly. 

In  using  the  yellow  colour  you  must  wait  some  time  for  the 
dissolution  of  the  gum,  or  you  must  dissolve  it  over  a  slow  fire 
if  you  do  not  wish  to  wait  long. 

94.  A  very  clear  varnish  for  pictures  and  paper  alia  Fia* 
minga. — Take  7  ounces  of  highly  rectified  spirit  of  wine,  2  oz. 
of  sandarac,  and  2  oimces  of  olio  d'abezzo.  The  sandarac, 
which  should  be  very  clear,  must  be  pulverized  and  put  in  a 
bottle  with  the  olio  d'abezzo,  which  also  must  be  very  clear. 
The  spirit  of  wine  must  then  be  added,  and  the  whole  boiled 
gently  over  the  fire,  until  the  whole  is  dissolved,  keeping  the 
mouth  of  the  vessel  well  closed,  that  the  spirit  of  wine  may  not 
evaporate.  The  varnish  must  then  be  strained  into  a  glass 
vase,  leaving  the  impurities  at  the  bottom.  When  it  is  used  it 
must  be  put  into  a  majolica  cup,  the  picture  also  must  be 
heated,  and  the  varnish  applied  with  the  pencil. 
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sato  due  volte  si  piglia  un  altra  bozza  come  qui  e  per  ogni 
quattx'  oncie  di  spiga,  si  piglia  un'  oncia  di  gomma  laccay-^e 
come  sara  ben  giallo,  e  cbiaro,  non  si 
dubiti  della  sua  bonta,  questa  tutt'  in- 
sieme  si  mette  sopra  foco  di  carboni,  e  si 
&  tanto  bollire  sin  che  si  muta  il  colore,  e  diventi  come  mele, 
per  conoscer  questo  s'  e  buono,  si  mette  ima  goccia  sopra  un 
cortello,  e  restando  tutto  unito,  e  buono,  e  poi  s'infonde  per 
pauno  lino  in  vaso  di  Majolica  e  si  conserva. 

n  dnabrio  si  macina  con  acqua  pura,  e  si  fa  seccare  nella 
pietra,  poi  si  piglia  sette  volte  piii  di  vemice  che  di  colore,  si 
macina  ben  bene  insieme  per  un  quarto  d'hora,  poi  si  piglia 
un  pennelloy  e  si  mette  alia  robba,  poi  si  fa  stare  all'  aria  due 
bore  accio  passi  1'  odore,  e  si  tiene  la  robba  a  loco  caldo  acci6 
piu  presto  passi  1'  odore,  e  porre  il  color  che  piace  5.  o  6 
volte. 

Poi  si  netta  polito,  poi  si  piglia  la  vemice,  e  si  da  sopra  il 
lavoro  un'  altra  volta,  con  bagnare  il  pennello  nel  oglio  di 
spiga  sempre.  Ogni  volta  che  darai  la  vemice  lascierai  ben 
asciugare  il  tutto. 

11  color  ^alo  1'  hai  d'  attendere  per  disolutione  della  gomma, 
overo  la  farai  a  fuoco  lento,  se  non  voi  aspettar  tanto. 

Vemice  lucidissima  per  pitture  e  carte  alia  jiamenga, — ^R.  oz. 
7.  acquevita  sflematt"^*  oz.  due  Sandaraca,  oz.  due  abiezzo.  La 
sandaracca  sia  ben  chiara  si  polverizzi,  e  si  meti  in  bozza  in- 
sieme con  r  abbiezzo,  che  deve  essere  chiarissimo,  et  poi  ponivi 
r  acquevite,  e  falla  bollire  dolcem^  al  foco  sino  che  tutto  di- 
venti  acqua  tenendo  stopata  la  bozza  accio  1'  acqua  vite  non 
svapori,  e  poi  si  coli  in  vaso  di  vetro  facendo  restar  a  dietro  il 
fondo,  e  quando  si  vol  adoperare  si  mette  in  tazzine  di  Majo- 
lica, e  si  fa  scaldare  anco  il  quadro,  e  con  pennello  si  va  se- 
guentemente  dandola  vemice. 
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95.  Mode  of  engraving  and  painting  on  glass} — ^The  engrav- 
ing you  wish  to  transfer  must  be  soaked  in  water  for  tiie  spax;e 
of  24  hours  or  more,  according  to  the  ^^^^eof^e  paper. 

Then  take  a  glass  cup  containing  an  ounce  of  turpentine, 
and  place  it  to  boil  oyer  a  slow  fire  for  half  a  quarter  of  an 
hour ;  add  to  it  a  drachm  of  powdered  mastic,  and  let  it  again 
boil  for  half  a  quarter  of  an  hour.  Take  the  glass  [to  which  the 
print  is  to  be  transferred],  heat  it  well  on  one  side  only,  then 
lay  the  print  on  a  cloth  in  order  to  absorb  the  superfiupus 
moisture,  and  lay  the  glass  on  it,  which  should  not  be  very 
hot ;  then  turn  it  over  and  remove*  the  air-bubbles  with  the 
fingers  and  also  the  paper,  so  that  it  may  come  ofi"  without 
force.  When  it  is  dry,  take  a  wet  rag,  and  rub  until  the 
design  begms  to  clear ;  then,  when  it  is  dry,  heat  it  a  little 
by  the  fire  on  the  side  opposite  the  print,  let  it  cool,  and 
again  rub  off  the  paper  with  the  wet  rag,  and,  when  it  is  dry, 
heat  it  by  the  fire  more  strongly  than  before,  in  order  that  the 
varnish  may  soak  into  the  print  and  make  one  body,  and  the 
work  will  be  clear  and  beautiful. 

96.  Mode  of  gilding  and  painting  on  ^/a«9.— First  grind  the 
colours  with  boiled  oil,  that  is,  oil  prepared  in  this  mannen 
Take  half  a  pound  of  litharge  of  gold  and  one  pound  of  nut  oil ; 
grind  the  litharge  and  put  the  whole  into  a  varnished  pipkin, 
and  boil  the  oil  until  it  is  reduced  to  two-thirds  of  its  previous 
quantity.     Preserve  it  for  painting  on  glass. 

To  make  the  mordant  for  gilding  on  glass,  take  equal  quan- 
tities of  white  lead,  terra  gialla,  and  minium ;  grind  the  whole 
together  with  nut  oil,  and  mix  what  is  ground  in  a  shell  or 
vase  with  oil  boiled  as  above,  boil  the  whole  together  a  little, 
and  then  use  it. 

97.  To  make  most  perfect  toater  of  ^granar — ^Take  good 
white  wine,  put  it  into  a  glazed  pipkin,  and  add  to  it  an  ounce 
of  verzino,  and  a  drachm  of  grana ;  boil  it  down  to  half  of  its 
original  quantity,  then  add  to  it  three  quarters  of  an  ounce  of 

1  This  should  rather  be  entitled,  '^  Mode  of  transferring  an  engraving  on 
to  glass.*' 
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Modo  di  stampare  e  dipingere  in  vetro. — L'imagine  che  vorai 
fare  la  porai  in  acqua  comune  per  spacio  di  24  hore  o  piu  se^ 
condo  la  grossezza  della  carta. 

Poi  piglia  tazza  di  vetro  con  un  oncia  di  termentina  e  po- 
nila  a  bollire  a  foco  lento  per  mezo  quarto  d'  hora,  poi  vi  po- 
nerai  una  dramma  di  mastice  pistato  e  lascia  bollire  un  altro 
mezo  quarto  d'hora,  piglia  poi  il  vetro,  e  scaldalo  bene  da  una 
parte  sola,  habbi  poi  F  imagine  preparata  sopra  una  pezza,  ma 
che  non  v'  abbondi  acqua  per  di  sopra,  e  applica  d*®  vetro  non 
troppo  caldo  sopra,  e  poi  rivolterai,  e  anderai  con  le  dita  le- 
vando  le  vesighe,  e  parimente  la  carta  che  senza  forza  se  ne 
viene,  quando  sara  secca  piglia  pezza  bagnata  e  va  fregando 
per  insino  comincia  a  schiarire  il  disegno,  poi  quando  sia  secca 
scaldala  un  poco  al  foeo  da  quella  parte  dove  non  v'  e  materia, 
e  poi  lasciala  rafreddare,  e  torna  di  nuovo  con  la  d^  pezza  ba- 
gnata a  levar  la  carta,  poi  secca  che  Bia,  scaldala  al  foco  piii 
forte  che  prima  accio  F  arteria  insupi  nella  materia  e  facci  un 
corpo,  e  venira  chiara  e  bella. 

Modo  cf  indorare  e  dipingere  sopra  vetro. — Prima  macina  i 
colori  con  oglio  coto,  cioe  fato  in  questo  modo.  Piglia  meza 
lib.  di  litargirio  d'  oro,  et  una  lib.  d'  oglio  di  noce,  e  pesta  bene 
il  litargirio,  e  meta  il  tutto  dentro  un  pignatino  vemiciato,  e 
falo  bollire  sino  che  cali  il  terza  Serve  per  dipingere  in 
vetro. 

Per  indorare  in  vetro,  piglia  per  fare  il  mordente,  Biacca, 
terra  giala,  minio,  tanto  delF  uuo  come  del  altro,  macina  il 
tutto  insieme  con  oglio  di  noce,  e  poi  metti  il  macinato  in  con- 
chiglia  o  vaso  con  oglio  cotto  come  sopra,  e  fsdlo  bollire  un 
poco  e  poi  adopralp. 

Afar  acqiLa  di  graita perfett^. — R.  Vino  bianco  bono  e  me- 
tilo  in  pignata  invitriata  et  poneli  oz.  ima  di  verzino,  et  una 
drama  di  grana,  et  falla  bollire  tanto  che  calli  per  meta, 
et  quanto   sara   calata  metili   tre   quarti  d'  oncia   d*   alume 
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roche  alum,  and  a  quarter  of  an  ounce  of  "  alume  di  piuma," 
that  is,  **  flower  of  stone."  Put  these  ingredients  over  the  fire, 
mix  well  till  they  are  all  dissolved  and  until  all  the  gums  [i.  e. 
the  two  kinds  of  alum]  are  well  incorporated  (they  should  be 
previously  well  pulverized),  then  strain  through  a  fine  linen 
cloth  which  should  be  previously  wetted  with  white  wine  in 
order  that  the  cloth  may  not  absorb  too  much  of  the  water,  but 
take  care  to  press  out  the  wine  before  you  strain  it. 

98.  To  make  Jim  lake. — Take  lime  water  in  which  brazil 
wood  has  been  infused,  and  add  to  it  flour,  so  that  it  may  be- 
come thick,  and  when  the  whole  is  well  mixed,  let  the  flour 
sink  to  the  bottom,  make  it  into  a  small  loaf,  dry  it  in  an  oven 
not  too  hot,  then  grind  it  up,  and  with  lime  water  make  it  into 
pellets,  and  let  them  dry  in  the  shade. 

99.  Varnish  for  gold. — Fine  sugar  lb.  1,  gum  lac  oz.  1,  and 
socotrine  aloes  dr.  2  ;  pulverize  each  separately,  then  take  of  oil 
of  turpentine  oz.  8,  and  distemper  the  whole,  strain  through  a 
coarse  sieve ;  it  is  to  be  used  cold. 

100.  To  make  crimsonfrom  the  "  solatro  Indiana^ — ^The  ripe 
"  solatro  "  being  bruised,  must  be  boiled  with  any  quantity  of 
water,  gum  arabic,  and  roche  alum,  over  a  slow  fire,  imtil  the 
water  is  reduced  to  two-thirds ;  it  must  then  be  left  to  clear, 
and  the  sediment  must  be  dried  in  the  shade,  and  then  ground. 

101.  Yellow. — Socotrine  aloes  distempered  with  clear  water. 
Dry  buckthorn  berries,  pounded  finely  with  pulverized  saffix)n, 
are  boiled  with  alum  water  until  the  water  is  reduced  to  two- 
thirds  ;  it  is  then  strained  and  dried  in  the  sun.  The  quantities 
may  be  varied  at  pleasure. 

102.  To  make  the  firvest  Indian  varnish.  —  Take  oz.  8  of 
gum  lac,  oz.  4  of  the  white  resin  of  Arabia,^  oz.  3  of  mastic, 
and  oz.  ^  of  borax ;  liquefy  the  whole  in  a  glazed  basin.  When 
dissolved,  strain  them  ttirough  a  silk  cloth ;  then  take  an  ounce 
and  a  half  of  the  composition,  reduce  it  to  powder,  put  the  pow- 
der into  a  receiver,  and  throw  on  to  it  half  a  pound  of  spirit  of 

1  Is  not  this  white  resin  of  Arabia,  Oriental  Copal  ? 
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dl  rocca,  et  un  quarto  d'  alume  di  piuma,  cioe  fior  di 
piera  e  questa  cosa  fa  che  sia  posta  al  fiioco,  e  mescola  bene 
tanto  che  si  disolva,  e  fa  che  siano  ben  incorporati  msieme 
tutte  le  i^  gomme,  e  fa  che  siano  perfettamente  polverizate,  e 
poi  cola  per  pezza  di  lino  sottile  e  bagnala  prima  con  vino 
bianco,  accio  la  pezza  non  ricevi  troppo  di  queir  acqua,  con 
struccarla  perj>  prima  bene  dal  vino. 

Per  far  kuxa  fina. — R.  acqua  di  calcina  nella  quale  vi  sii 
stato  infuso  del  brasile,  et  in  essa  poni  fior  di  farina,  tanto  che 
s'  inspessisca,  e  meschiata  bene  ogni  cosa  si  lascia  poi  andar  la 
farina  al  fondo,  della  quale  fatto  un  pastoncello  si  ponga  a  sec- 
care  nel  fomo  non  molto  caldo,^tritalo  poi  e  con  acqua  di  cal- 
cina formane  ballottine,  e  lasciale  seccare  all'  ombra. 

Vemice  da  oro. — Zuccaro  fino  lib.  j.,  goma  lacca  oz.  j.,  aloe 
sucottrino  dramme  2.  si  polverizi  il  tutto  separatamente,  poi 
piglia  oglio  di  trementina  oz.  8.  si  stemperi  il  tutto  insieme  poi 
si  coli  per  sedaccio  si  pone  in  opera  fredda. 

Far  cremesi  di  solatro  Indiano. — Ammaccato  il  solatro  ma- 
turo  senza  groppo,  si  fa  bollire  con  acqua  e  gomma  arabica,  et 
allume  di  rocca,  il  tutto  a  discretione  a  fuoco  lento  sino  al  calo 
di  due  terzi,  dipoi  si  lasci  schiarire,  e  la  feccia  si  lasci  seccare 
all'  ombra  e  poi  si  macina. 

Gialo. — Aloe  sucottrino  si  stempera  con  acqua  chiara.  Spin- 
cervino  secco  pesto  minutamente  con  zafieranno  polverizzato  si 
fa  bollire  con  acqua  alumata  tanto  che  cali  due  terzi  poi  si  cola 
e  si  secca  al  sole  il  tutto  a  discrettione. 

Modo  difar  la  vemice  alV  Indiana  finissi^, — R.  oz,  8.  di  gom- 
ma lacca,  oz.  4  di  raggia  bianca  d'  Arabia,  oz.  3  mastice,  oz.  \  bo- 
race,  il  tutto  fa  liquefare  in  catino  invitriato,  distrutto  si  cola  per 
tella  di  seta  poi  piglierai  un  oz.  e  mezza  di  d^  compositione,  la 
ridurai  in  polvere,  la  qual  polvere  metterai  in  recipiente,  e  le 
porai  sopra  meza  lib.  d'  acqua  vite  rafinata  quattro  volte,  e 
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wine  rectified  4  times,  and  put  the  receiver  into  hot  ashes  or  a 
sand  bath  until  the  powder  is  entirely  dissolved.  The  varnish 
will  then  be  finished.  It  is  then  used  in  the  following  manner : 
— Add  to  it  a  6th  part,  by  weight,  of  Spanish  red,*  and  with 
this  give  7  or  8  coats  to  the  wood  which  you  wish  to  varnish, 
leaving  each  coat  5  or  6  hours  before  the  next  is  laid  on. 
After  it  is  quite  dry,  it  must  be  polished  with  a  small  brush 
and  olive  oil ;  then  two  coats  of  varnish  must  be  applied,  and 
when  it  is  dry  it  must  be  rubbed  very  softly  with  goatskin  and 
with  Tripoli  powder  and  oil,  when  it  will  be  done ;  but  I  warD 
you  that  you  must  follow  the  recipe  exactly. 

103w  Another  Chinese  varnish, — Take  of  white  carabe  [ana- 
ber]  oz.  2,  of  gum  lac  oz.  ^,  of  sandarac  oz,  {,  and  of  rectified 
spirit  of  wine  lib.  1.  The  gums  must  all  be  pounded,  and  put 
into  a  long-necked  bottle,  and  left  in  infusion  for  2  days,  in  order 
that  they  may  be  perfectly  dissolved,  keeping  the  bottle  well 
closed.  ITie  bottle  must  then  be  put  in  a  very  gentle  sand- 
bath  for  7  or  8  hours,  and  left  to  cool,  when  it  will  be  done. 

104.  Clear  varnish. — Take  lib.  1  of  spirit  of  wine,  oz.  4  of 
fine  turpentine,  a  quarter  of  an  ounce  of  white  mastic,  and  the 
same  quantity  of  sandarac.  Put  the  whole  into  a  bottle,  as  in 
the  preceding  recipe,  and  in  the  same  manner  place  it  for  6 
hours  in  a  sand-bath  of  such  a  heat  that  the  varnish  will  boil. 
It  will  then  be  finished. 

105.  Lustro  di  rasa, — Lustro  di  rasa,  for  grinding  bright 
colours  [for  painting]  on  glass,  is  made  with  equal  parts  of 
spirit  of  turpentine  and  Greek  pitch,  placed  over  a  moderate 
fire  until  the  pitch  is  melted. 

106.  Varnish  is  made  as  follows, — Take  one  ounce  of  juniper 
gum  [sandarac],  oz.  f  of  pure  and  clear  oglio  d*abezzo,  which 
is  called  oglio  d'abiezzo  for  making  varnish,  oz.  J  of  the 
best  7  times  rectified  spirit  of  wine.  The  sandarac  must  be 
ground  up,  and  made  into  a  paste  with  the  abezzo.  It  must 
then  be  put  into  a  bottle,  the  spirit  of  wine  must  be  added,  and 


^  The  Almagre  of  the  Spanish  writers.  A  pigment  is  still  sold  at  Venice 
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porrai  il  recipiente  a  fiioco  d'  arena  o  cenere  sin  tanto  che  la 
detta  polvere  sia  tutta  distrutta,  e  cosi  la  vernice  sara  fatta.  Si 
adopera  poi  come  sotto,  mettendoyi  dentro  la  sesta  parte  del 
peso,  di  rosao  di  spagna  quanto  sara  il  peso  della  vernice,  e  doppo 
con  nn  pennello  dare  sette  o  otto  mani  sopra  il  legno  che  si  rora 
accomodare^  faccendo  distaaza  de  una  mano  all'  altra  cinque  o 
sei  bore,  e  doppo  che  sera  ben  secca  bisogna  pulire  le  dete  opere 
con  del  settolino  .con  oglio  d'  oliya,  e  poi  applicanri  due  mani 
di  yeraice,  e  seooo  che  sara,  lo  stropiciarai  pian  piano  con  la 
camozza,  e  del  tripoli  in  polvere  con  oglio,  e  sara  fata.  Ma 
averti  che  bisogna  stare  a  quelle  e  scritto. 

AUra  vernice.  alia  China. — 'Carabe  bianco  oz.  2.  gomma  lacca 
oz.  },  sandaracca  oz.  4»  spirito  di  vino  disflemato  lib.  j.  si  pestano 
tutte  le  gomme,  e  poi  si  mette  in  bocia.daJ  colo  lorigo,  e  vi  si 
lasci  in  infdsione  per  due  giomi  accib  si  disolvi  le  sod^  gomme 
tenendo  bemssimo  turato  la  boccia,  e  poi  si  mete  a  fuoco  di  sabia 
gradatiss*"^  per  sette  o  otto  bore,  e  poi  si.  lascia  rafreddare  e 
cosi  sara  fatta. 

Vernice  chiara. — Lib.  una  spirito  di  vino,  oz.  4  trementina 
fipa,  un  quarto  d'  oncia  di  mastice  bianco,  et  un  quarto  di 
sandracca,  il  tutto  messo  in  bocicia  come  1'  altra  vernice,  e  le  si 
da  fiioco  per  sei  here  perb  di  sabia  tantoche  si  vede  a  bollire,  e 
poi  e  &tta. 

Lustro  di  rasa. — II  lustro  di  rasa  si  fa  per  macinar  colon 
vivi  in  vetro  con  parti  uguali  d'  acqua  di  raggia,  e  pecce  greca 
sopra  foco  moderate  sino  si  liquefacci  la  pecce  greca. 

La  vernice  si  fa  come  sotto. — Oz.  una  gomma  di  ginepro^ 
oz.  ^  oglio  d'  abezzo  puro  e  chiaro,  quale  si  addimanda  oglio 
d'  abbiezzo  per  far  vernice  oz  i  acqua  vite  boniss"^  di  sette 
cotte.  1%  macina  la  sandaracca  e  si  fa  pasta  con  Y  abiezzo  e  si 
mette  in  bozza,  e  se  li  mette  sopra  la  d^  acquavite  e  si  mette 
sopra  fiioco  dolce,  tanto  che  il  tutto  s'  incorpori,  fatto  questo 

by  the  name  of  Terra  Rossadi  Spagna,  but  it  is  believed  to  be  identical  with 
the  Terra  Rossa  d'lnghilterra,  and  to  be  actually  brought  from  England^ 
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it  must  be  placed  over  a  slow  fire  until  it  is  well  incorporated. 
When  this  is  done,  the  wood  or  glass  which  is  to  be  varnished 
is  painted  with  a  tuft  of  feathers. 

107.  A  varnish  for  miniatures  and  picture  frames. — Take  of 
spirit  of  turpentine  lib.  1,  of  benzoin  oz.  4,  and  of  mastic  oz.  2. 
Reduce  the  mastic  to  a  very  fine  powder,  and  mix  it  with  the 
benzoin  in  a  varnished  pipkin.  Then  put  the  spuit  of  turpen- 
tine  into  a  bottle,  which  you  must  heat  by  means  of  a  water- 
bath,  and  then  mix  it  with  the  benzoin  and  ma^itie  in  the  pip- 
kin ;  afterwards  incorporating  it  with  the  other  things  over  a 
slow  fire,  &a 

When  this  varnish  is  used  on  picture  frames,  you  must  add 
to  it  two  ounces  of  sandarac  also  well  pounded,  and  you  must 
mix  with  the  varnish  the  colour  which  you  wish  to  apply  on  the 
frames. 

108.  To  make  very  pure  white  lead. — ^Take  the  calcined  lead 
of  the  potters,  or  litharge  of  gold  or  silver  in  proper  quantity ; 
pound  it  finely,  pass  it  through  a  coarse  sieve  of  silk,  and 
having  placed  it  in  an  earthen  vessel  with  very  strong  white 
vinegar  (if  distilled  it  will  be  better),  leave  it  fw  3  or  4  days, 
frequently  stirring  it,  and  letting  the  impurities  of  the  lead 
go  to  the  bottom.  Then  decant  the  vinegar,  and  pour  over  the 
lees  fresh  vinegar  in  such  quantity  that  no  odour  may  proceed 
from  it  and  that  the  precipitate  may  be  almost  black.  Then 
take  rain  or  well  water  with  the  proper  quantity  of  salt,  and  wifli 
this  salt  water  precipitate  the  lead  which  is  in  solution,  and  wash 
it  with  common  water  until  it  has  no  more  odour  or  savour; 
then  dry  it,  by  placing  it  on  leaves  of  blotting  paper  until  it  is 
dry. 

109.  To  make  a  colour  like  carmine. — Take  powdered  cochi- 
neal, put  it  into  a  ley,  and  add  to  it  some  finely  pulverized 
crystallized  arsenic,  which  is  proper  for  precipitating  the  colour ; 
it  will  then  turn  out  well. 

1 10.  Colours  for  miniature  painting. 
White  lead,  Burnt  yellow  [earth], 

Paris  carmine.  Burnt  lake. 
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con  pennello  di  piuma  si  pinge  il  legno,  o  vetro  se  vole  inver- 
nigare. 

Vemiceper  miniature  ecornici, — Acquarasa  lib.  una,  bigione 
oz.  4,  mastice  oz.  2,  pestasi  il  inaBtice  in  sotill™*  polvere,  e  si 
mescola  col  bi^one  dentro  una  pignata  vernicata,  1'  acqua  rasa 
si  mette  in  una  boccia  di  vetro,  qual  si  fara  scaldare  al  bagno 
maria  e  dappoi  la  mescolerai  col  bigione,  e  mastice  nella  pig- 
nata,facendola  poi  incorporare  con  le  altre  cose  a  fuoco  lento,  etc. 


Per  mettere  sopra  le  comici  vi  metterai  due  onde  di  sanda- 
racca  anche  ben  pista,  et  il  colore  che  vi  vorai  mettere,  lo  ma- 
cinerai  con  la  vemice. 

Per  far  hiacca  purgatis^. — Si  piglia  piombo  calcinato  da 
boccallari  o  litargirio  d'oro  o  d'  argento,  la  quantita  che  si  vuole, 
si  pesti  sottiP,  poi  si  pass!  per  settaccio  di  seta,  e  posto 
questo  con  acetto  fortissimo  bianco,  e  se  fosse  distillato  sarebbe 
migliore,  si  lasci  in  un  vaso  di  terra  tre  o  quattro  giomi  mes- 
colandolo  spesso,  lasciando  andare  al  fondo  la  terestreita  del 
piombo,  di  poi  si  decanti,  e  sopra  le  residenze  si  ponga  novo 
accetto  sin  tanto  che  non  dia  piu  sapore  facendosi  la  terra  quasi 
nera.  Si  prende  poi  acqua  pluviale,  o  di  pozzo  con  del  sale 
alia  quantita  che  si  vole  et  poi  con  d^  acqua  salata  si  pre- 
cipiti  il  piombo  soluto,  poi  si  lavi  con  acqua  commune  sin  a 
tanto  che  non  habbi  piu  odore  ne  sapore,  e  poi  s*  asciughi,  e  si 
ponghi  sopra  foglii  di  carta  strazza  sin  tanto  sij  secca. 

Per  fare  un  colore  ccmi  h  il  carmina.  — ^Piglia  cosoniglia  pista, 
e  si  mete  in  liscia,  e  se  li  mette  arsenico  cristallino  ben  polve- 
rizzato,  che  questo  e  atto  a  precipitare  il  colore,  e  si  cava 
beniss"**. 

Colori  per  miniare. 
Bianco  di  piombo,  Gialo  bruggiato, 

Carmino  di  Parigi,  Lacca  bruggiata, 
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Dutch  vermilion, 
Rosso  delle  aguze, 
Red  from  Roman  vitxiol, 
Red  from  rust  of  iron, 
Terra  d'  Inghilterra, 
Stone  yellow,^ 
Flanders  yellow, 


Brown  from  burnt  terre  verte. 

Burnt  umber, 

* 

Indian  black  [ink  ?], 

Black  from  burnt  acorns, 

Ultramarine, 

Lily  green, 

Indico. 

111.  Secret  preparation  of  the  scammony, — Take  out  what 
you  consider  a  proper  quantity  of  clean  scammony,  liquefy 
it  by  means  of  a  gentle  heat  with  strong  spirit  of  wine, 
with  which  a  little  salt  of  tartar  has  previously  been  dis- 
tempered, and  afterwards  filter  the  solution;  then  evapo- 
rate one-half  of  it  in  a  water  bath,  and  when  it  becomes 
tolerably  cool,  add  to  it  as  much  rose  water  as  is  sufficient  to 
make  the  very  pure  resin  of  the  scammony  fall  to  the  bottom 
of  the  vase,  which  should  be  of  glass,  free  from  all  ungrateful 
savour,  odour,  and  malignity.  Then  pour  off  the  water,  dry  the 
powder,  and  keep  it  for  use.  The  dose  is  half  or  even  a 
scruple  in  some  convenient  vehicles,  &c. 

112.  Lily  green. — ^Take  the  juice  of  the  flowers  of  purple 
lilies,  but  the  juice  of  the  buds  will  be  better,  and  having 
purified  two  glasses  full  of  it,  add  a  piece  of  lime  of  the  size 
of  a  small  pea,  and  the  same  quantity  of  unbiunt  roche  alum 
with  a  little  pulverized  candied  sugar ;  and  when  they  are  well 
dissolved  and  incorporated,  the  colour  must  be  dried  by  ey 
posure  to  the  air. 

113.  To  make  very  fine  lake? — Take  oz.  \  of  lac,  half 
drachm  of  crystals  of  tartar  pulverized,  and  a  scudella  of  hot 
water.  First  dissolve  the  tartar,  then  take  the  lac  which  has 
been  ground,  put  it  on  a  clean  linen  rag,  and  tie  it  into  the 
form  of  a  ball,  and  then  cut  off  the  superfluous  part  of  the  rag, 
and  put  the  ball  into  the  above-mentioned  hot  water,  placing  the 
scudella  over  some  hot  dnders,  and  leaving  it  there  until  the 

1  Probably  native  yellow  ochre.  The  best  kinds  are  sold  in  the  lump, 
and  not  in  powder. 

2  In  the  original  MS.,  this  recipe  is  broken  into  two  parts  by  a  repetition 
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« 

Minio  d'  olanda,  Biondo  di  terra  rerde  bruggiata, 

Rosso  delle  aguze,  Terra  d'ombra  bruggiata, 

Rosso  di  vitriolo  Romano,         Nero  d'  India, 

Rosso  di  rugine  di  ferro,  Nero  de'  giande  brugiato, 

Terra  d'  Inghilterra,  Oltramarino, 

Gialo  di  pietra,  Verde  gilio, 

Gialo  di  Fiandra,  Indico. 

Preparazione  segreta  delta  scammoTiea. — Piglia  quella  quan- 
tita  che  voi  di  scamonea  netta,  liquefatta  a  dolce  caldo  con  acqua 
vite  gagliarda,  dove  prima  sia  stato  distemperato  un  poco  di  sal 
tartaro  a  discretione,  poi  stemperata  feltra  la  solutione,  poi  in 
bagno  maria  ta,  siiimare  la  meta,  poi  rafiredato  alquanto  il  d^ 
liquore  metiri  dentro  tanto  d'  acqua  rosa  quanto  basti  per  far 
cadere  nel  fondo  del  raso,  che  vol  essere  di  vetro,  la  resina 
puriss™*  della  scamonea  libera  a  fatto  da  qual  si  voglia  ingrato 
sapore,  odore  e  malignita.  Poi  leya  1'  acqua,  secca  la  polvere 
e  conserrela  per  i  bisogni.  La  dose  e  mezo,  o  pure  un  scru- 
polo  in  vehicoli  convenienti,  etc. 

Per  fare  verde  gilio. — Si  cavi  il  succo  da  fiori  di  gilij  pavo- 
nsizziy  da  bottom  sara  migliore,  e  purgato  nella  quantita  di  due 
bichieri,  si  mette  quanto  un  cece  di  fior  di  calcina,  e  un  altro 
d'  alume  di  rocca  non  abruggiato  con  un  poco  di  zuccaro  can- 
dido  spolverizato,  il  cbe  disfatto  che  sia,  e  ben  incorporato,  si 
8ciuga  all'  aria. 

Per  far  lacca  finis f^. — Si  piglia  lacca  mez'  oncia,  cristallo 
di  tartaro  in  polvere  meza  dramma,  et  una  scudella  d'  acqua 
calda,  si  pone  prima  il  cristallo,  e  si  fa  disolvere,  poi  si  piglia 
la  lacca  macinata  e  A  pone  in  un  pezzetto  di  lino  pulito,  e  si 
trenge  in  forma  di  balla  poi  si. 

Per  far  lacca  finish. — Osserva  li  due  segni  neri.||  Si  piglia 
lacca,  mez'  oncia ;   di  cristallo  Tartaro  in  polvere  meza ;  || 


of  the  title  and  the  first  line ;  as  this  was  evidently  a  mistake,  I  have  avoided 
it  in  the  translation. 


702  PADTJAN  MANTTSCRIPT. 

water  becomes  well  coloured.  When  this  is  the  case,  take  the 
ball  from  the  water,  and  evaporate  the  water  gently  over  the 
hot  cinders  until  the  colour  is  condensed  at  the  bottom ;  it  will 
then  be  done. 


115.  To  make  a  most  heavtiful  purple  lake. — Take  an  ounce 
of  fine  grana  or  cochineal,  a  quarter  of  an  ounce  of  roche  alum, 
and  about  a  bocale  full  of  common  water.  Boil  the  water  with 
a  quarter  of  an  ounce  of  fennel  seed  until  it  is  diminished  one- 
third  ;  then  add  the  grana  or  cochineal  finely  pulverized,  and 
boil  the  whole  over  a  slow  fire  for  a  quarter  of  an  hour ;  then 
add  the  pulverized  roche  alum,  and  let  it  boil  for  another 
quarter  of  an  hour.  After  this  take  it  from  the  fire,  strain  it 
through  a  linen  cloth  into  a  new  and  unglazed  earthen  por- 
ringer, and  leave  it  there  for  8  days.  You  must  then  decant 
the  water,  or  take  it  up  gently  with  a  spcHige,  evaporating  the 
little  which  remains  until  the  colour  is  condensed,  which  you 
must  afterwards  keep  in  shells,  adding  to  it  a  little  lemon-juice. 

116.  Another  sort  of  fine  lake. — Take  12  grains  of  powdered 
cochineal  or  fine  grana,  add  to  it  2  ounces  of  ley ;  leave  the 
inftision  for  about  2  hours ;  strain  it  through  a  linen  cloth,  and 
put  it  over  hot  cinders.  When  it  boils,  add  to  it  pulverized 
roche  alum  of  the  size  of  2  peas,  when  the  ley  will  make  a 
thick  red  scum ;  as  soon  as  this  happens  throw  it  all  on  to  a 
stretched  linen  cloth,  when  the  clear  ley  will  pass  through, 
leaving  the  coagulum  on  the  cloth,  which  coagulum  must  after- 
wards be  dried  and  made  into  tablets. 

117.  To  make  a  red  Parisino  [Parisian]  colour. — Take  oz* 
J  of  Brazil  wood,  and  half  a  bocale  of  clear  ley ;  put  the  ley 
into  a  new  glazed  pipkin,  and  when  it  is  hot,  add  to  it  the 
Brazil  wood,  keeping  it  over  a  slow  fire  for  a  quarter  of  an 
hour.  It  must  then  be  strained  through  cloth  into  a  new 
pipkin,  and  some  pulverized  roche  alum  of  the  size  of  a  grain 
of  rice  must  be  added  to  it,  and  the  mixture  must  be  stirred 
without  heat  for  7  or  8  minutes.     The  whole  must  then  be  put 
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taglia  il  superfluo  di  d**  pezzetta,  si  mette  la  detta  balla  nella 
soprascritta  acqua  calda,  applicando  la  scudella  ad  un  poco  di 
cenere  calda,  et  ivi  si  lascia  sino  che  1'  acqua  sij  ben  colorita, 
air  bora  si  leva  la  balla  dall'  acqua,  e  ^  fa  svaporare  1'  acqua 
pian  piano  sopra  la  cenere  calda  sin  a  tanto  che  il  colore  si 
condensa  nel  fondo,  e  sara  &tta. 

Per  fare  una  lacca  pavonazza  belliss'^. — Si  piglia  un'  oncia 
di  grana  fina,  o  cocciniglia,  allume  di  Rocca  un  quarto  d'  oncia, 
acqua  commune  circa  un  bocale,  si  fa  boUire  la  detta  acqua 
con  un  quarto  d'  oncia  di  seme  di  finocchio,  sino  alia  diminu- 
tione  d'  un  terzo,  poi  nella  d**  acqua  si  aggiunge  la  d**  grana, 
o  cocciniglia  macinata  bene,  e  si  fa  bolUre  a  faoco  lento  per  un 
quarto  d'  ora,  poi  vi  si  aggiunge  V  allume  di  rocca  fatto  in 
polvere,  e  si  lascia  bollire  per  un  altro  quarto  d'  bora,  cio  fatto 
si  leva  dal  fiioco,  si  cola  per  pano  lino  in  scudella  nova  di  terra 
non  vitriata,  e  si  lascia  per  otto  ^omi,  qual  poi  si  decanta  o  si 
leva  gentil*®  con  spugna  facendo  evaporare  quel  poco  che  restera 
sin  tanto  che  il  colore  si  condensa,  quale  si  conserva  nelle  con- 
chiglie  applicandovi  un  poco  di  succo  di  limone. 

Un  aUra  sorte  di  lacca  Jina. — R.  Piglia  12  grani  di  coccini- 
glia, o  grana  fina  fatta  in  polvere,  si  pone  in  due  oncie  di  lissivio 
lasciandola  in  infiisione  due  hore  incirca  poi  si  cola  per  pano 
lino,  e  si  mette  sopra  cenere  calda,  quando  vorra  bollire  vi  si 
aggiunge  quanto  due  piselli  d'  allume  di  rocca  in  polvere, 
quando  il  liscivo  fara  schiuma  grossa  incamata  air  bora  si 
getta  tutto  in  un  panno  lino  steso,  e  passara  il  lissivo  chiaro 
restando  la  schiuma  nel  panno,  quale  si  fa  seccare,  e  si  fa 
tavolette. 

Per  far  color  rosso  Parisino, — La  quarta  parte  d'  un'  oncia  di 
l^gno  di  Brasile,  mezo  boccale  di  lissivio  chiaro,  si  pone  il  liscivo 
in  pignata  nova  invitriata,  scaldato  che  sij,  vi  si  aggionge  il  d*** 
legno  tenendolo  a  foco  lento  per  un  quarto  d'  bora,  dopo  si  cola 
per  pezza  in  pignata  nova,  e  vi  si  agionge  quanto  una  rizzolla 
d'  allume  di  rocca  in  polvere,  e  si  mena  senza  foco  per  mezo 
quarto  d'  ora  poi  si  pone  il  tutto  in  un  sacco  accuminato,  e  si 
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into  a  pointed  bag  and  passed  through  twice,  as  in  straining 
wine.     It  may  be  kept  in  shells,  &c. 

118.  To  make  rose  colour, — Take  the  above-mentioned  co- 
lour, heat  it  over  the  fire,  and  when  quite  hot  add  to  it  a  little 
fish-bone  (that  is,  sepia)  in  powder,  but  in  very  small  quantity, 
that  the  colour  may  not  be  too  dry ;  then  stir  the  whole  well  in 
the  sun  until  it  is  cool.  It  may  be  kept  without  adding  gum, 
but  must  be  distempered  with  parchment  glue. 

119.  To  prepare  minium, — ^Take  the  minium,  steep  it  in 
water,  beat  it  up  well ;  then  decant  the  finest  part,  and  let  it 
dry.  It  is  to  be  incorporated  with  parchment  size  and  a  little 
purified  honey. 

120.  To  make  violet  colour. — Take  bastard  madder,^  grind 
very  finely  a  small  quantity  of  it,  and  put  it  in  hot  [liquid] 
"  color  di  verzino,"  but  take  care  there  is  no  roche  alum  in 
it,  which  precaution  you  ought  also  to  observe  with  the  rose 
colour. 

121.  Straw  colour. — Take  lead  yellow  [massicot],  wash  it 
with  a  very  strong  and  clean  ley,  then  decant  the  ley,  and  dis- 
temper the  colour  with  parchment  glue. 

122.  A  most  beautiful  white. — ^Take  some  powdered  Venice 
crystal  [glass],  add  to  it  a  third  part  of  powdered  sulphur, 
place  it  in  a  well-luted  pipkin  over  lighted  charcoal,  and  leave 
it  there  until  the  pipkin  becomes  well  heated  and  red  hot ;  then 
take  it  off;  and  when  it  is  cold  break  it,  and  collect  the  pig- 
ment which  is  in  it,  grind  it  and  preserve  it. 

123.  Another  violet  colour. — ^Incorporate  2  parts  of  the 
above-mentioned  rose  colour  with  1  part  of  turchino  or  turnsole, 
and  it  is  done. 

124.  A  most  beautiful  black. — Bum  the  books  of  gold-leaf, 
leaf  by  leaf  separately ;  let  the  ashes  fall  into  clean  water, 
then  take  them  and  incorporate  with  parchment  glue.  The 
colour  will  be  most  beautiful. 

125.  A  most  beautiful  blue. — Take   ^'  smaltino,"   pass    it 

1  Galium  Mollugo,  Galium  Album.  The  great  ladies'  bed  straw,  or 
Mrild  Bastard  Madder. 
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passa  due  volte  come  il  vino  colato,  e  si  conserva  in  conchiglie 
&c. 

Per  far  color  di  rosa, — Si  piglia  il  color  soprad***,  si  pone  al 
foco  acci6  si  scaldi  bene  scaldato  vi  si  giunge  un  poco  d'  osso 
di  pesce  in  polvere  cioe  di  seppa,  ma  pochiss"^  qnantita  accib 
il  colore  non  riesca  troppo  secco,  si  move  il  tutto  bene  al  sole 
sin  tanto  che  sij  rafiredato,  e  si  conserva  senza  porvi  gomma, 
ma  si  stempera  con  cola  di  pergamena. 

Per  preparare  ilminio. — Si  piglia  il  minio  posto  nel  acqua, 
«i  sbatte  beniss™® ;  poi  si  decanta  la  parte  pi&  suttile,  e  si  lascia 
asciugare ;  s'  incorpora  con  acqua  pergamena  liquida  con  poco 
miele  pwrificato. 

Per  far  color  di  viole, — Pietra  [piglia  ?]  Galica  bianca,  si 
macina  ben  sottile  in  poca  quantita,  e  si  pone  in  color  di  ver- 
zino  caldo,  ma  che  non  vi  sii  alume  di  rocca,  il  che  si  deve 
avvertire  nel  color  di  rose  ancora. 

Gialdo  di  Poy/to^-r-Piglia  gialdo  di  piombo,  si  lava  con 
liscivo  ben  forte  e  netto,  poi  si  decanta  il  liscivo,  e  si  stempera  il 
colore  con  cola  pergamena.  « 

Un  bianco  hellish, — Si  piglia  cristallo  di  Venetia  fatto  in 
polvere,  vi  si  agionge  la  3*  parte  di  solfo  in  polvere,  si  pone  in 
pignata  tutto  ben  lutata  sopra  li  carboni  accesi,  e  si  lascia  sin  a 
tanto  che  la  pignata  sij  ben  infocata,  et  accesa,  poi  si  rimove  e 
Aredda  die  sij  si  spezza,  e  la  matteria  che  vi  sara  dentro  si 
macina  e  serve. 

Ahro  color  di  viole.-— Doi  terzi  di  color  di  rose  soprad*®  s' 
incorpora  con  un  terzo  di  color  turchino,  o  tomasole  ed  e  fatto. 

Un  hellish  nero. — Li  libbri  del  oro  in  foglio  abbrucciati  a 
foglio»per  foglio  al  lume,  e  far  cascare  1'  abbrucciato  nel  acqua 
netta,  piglia  poi  quella  robba  incorporala  con  coUa  pergamena 
ed  e  belliss™''  &c. 

Un  Turchino  belliss^. — Si  piglia  smaltino  passa  per  settaccio 
sottile,  incorpora  con  biacca  e  gomma  macinata. 
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through  a  fine  sieve,  incorporate  it  with  white  lead,  and  grind 
it  with  gum. 

126.  Mountain  green.  —  Grind  the  mountain  green  with 
parchment  size  and  "  succo  verde.'* 

127.  Sap  green. — ^Take  the  berries  which  grow  on  the  hedges 
in  bunches  like  grapes,  collecting  them  24  days  before  the 
feast  of  St.  Michael.  When  they  are  ripe,  place  them  in  a 
pipkin,  and  dry  them  well  with  pounded  alum  for  2  days  in 
the  sun.  Then  add  to  them  clear  ley,  and  boil  them  oyer  a 
slow  fire  until  reduced  two  fingers*  breadth ;  then  strain  the 
liquor,  and  pour  it  into  a  bladder  and  expose  it  to  the  air  that 
it  may  dry. 

128.  To  prepare  saffron  for  painting. — Take  the  saffi-on,  tie 
it  up  in  a  rag,  and  steep  it  in  white  vinegar,  with  a  little  gum 
or  white  of  egg  beaten  and  strained ;  but  if  you  make  use  of  the 
white  of  egg,  use  no  gum. 

129.  To  make  gold  colour. — ^Take  orpiment  which  has  been 
well  ground  with  ox  gall,  put  it  into  a  pipkin  with  sa&on  and 
white  wine,  and  let  it  boil  over  a  slow  fire  until  it  has  a  body. 
When  you  wWi  to  iise  it  distemper  it  with  white  wine  mixed 
with  the  above-mentioned  gall. 

130.  To  make  lierdigris. — ^Take  pieces  of  copper  anointed 
with  purified  honey,  and  fasten  them  to  the  cover  of  a  well- 
glazed  pipkin,  which  must  be  full  of  hot  vinegar  made  witli 
strong  wine  ;  then  cover  it  and  place  it  in  a  warm  situation  for 
4  or  5  weeks,  and  when  you  uncover  it,  remove  the  colour 
which  you  will  find  on  the  pieces  of  copper,  and  it  will  be  most 
beautiful. 

131.  To  make  a  colour  of  dragons  blood. — Dragon's  blood 
is  ground  up  with  sal  ammoniac  and  pounded  gum  ;  it  will  be 
much  better  for  the  addition  of  white  lead  and  minium.  • 

132.  Distempering  of  cinnabar. — When  the  cinnabar  is 
well  ground,  it  is  to  be  incorporated  with  a  strong  white ; 
it  is  then  dried  on  the  stone,  and  reground  with  well- 
beaten  white  of  egg  and  a  small  portion  of  Hepatic  aloes.  It 
may  then  be  preserved,  and  when  used  it  should  be  distem- 
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Verde  di  montagna. — Si  macina  il  verde  di  montagha  con  cola 
pergamena  liquida  e  succo  yerde. 

Succo  verde. — Si  pigliano  bacche  che  vengano  per  le  sieppi 
in  forma  d'uve,  si  raccogliono  24  giomi  avanti  S.  Michele 
quando  sono  matture,  si  pongono  in  piguata,  e  s'  abbruciono 
bene  con  alume  pestato  due  giomi  al  sole  in  infusione,  poi  si 
a^onge  lisciyo  chiaro,  e  si  pone  al  foco  lento  acci6  bolli  sino 
al  calo  di  due  delta  poi  si  cola  e  si  pone  in  vescica  air  aria 
accib  secchi. 

Accomodar  il  zafararw. — Si  piglia  il  zaffarano,  si  pone  in 
pezzetta  legata,  si  pone  in  acetto  bianco  con  un  poco  di  gomma, 
overo  bianco  d'  ova  ben  sbattute  e  passate,  ma  senza  gomma  se 
adopri  il  bianco  dell'  oyo. 

Per  far  color  d!oTO. — Oi*pimento  ben  macinato  con  fiele  di 
bue  si  pone  in  pignata  con  zaffarano,  e  vino  bianco,  e  si  lascia 
bollire  a  foco  lento  sin  tanto  che  piglij  corpo,  poi  si  distempera 
con  vino  bianco,  quando  lo  voi  adoperare  misturato  con  fiele 
soprad**  • 

Afar  verde  rame. — Piglia  pezzette  di  Rame  onte  con  miele 
purificato,  attaccali  al  copercbio  d'  una  pignata  ben  vitriata 
che  sij  plena  d'  acetto  caldo  di  vin  forte  fata,  poi  coprila  e  po- 
nila  in  loco  caldo  per  quattro  o  cinque  settimane  e  scoprendola 
leyerai  il  colore  che  troverai  sopra  li  detti  pecci  di  rame  che 
sara  belliss™^ 

Per  far  color  di  sanffne  di  Draffo. — ^Sangue  di  drago  si  ma- 
cina con  salmiaco,  e  gomma  pista  riuscira  piu  bello  con  agion- 
gervi  un  poco  di  biacca  e  minio. 

Tiempra  del  Cinaprio. — S'  incorpora  il  cinaprio  con  un  bian- 
co forte  quando  sara  ben  macinato,  poi  si  lascia  seccare  sopra 
la  pietra,  e  si  macina  di  nuovo  con  chiara  d'  ovo  ben  sbatutto, 
et  una  picciola  parte  d'  aloe  ^patico,  si  conserva,  et  quando  si 

VOL.  II.  2  c 
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pered  with  epnag  water  and  a  little  white  of  egg,  and  it  will 
flow  more  freely  if  a  little  myrrli  be  added. 

133.  To  make  ffiallo  waido} — ^Take  the  berries  of  the  buck- 
thorn towards  the  end  of  the  month  of  Angost,  Ixnl  them  with 
pore  watar,  nntil  the  water  is  loaded  and  thick  widi  coloor ; 
add  a  little  bnmt  roche  alnm  and  then  strain  it.  Yon  may 
boU  the  stnunedfiquor  to  make  the  colour  deeper,  mixing  with 
it  some  very  pure  gilder's  gesso ;  then  make  the  colour  into 
pellets,  and  dry  them  in  the  shade. 

134.  Secret  for  making  lake, — ^To  2  jrints  of  conmum  water 
add  2  ounces  (^pnlYcrized  soda,  and  leave  the  mixtnre  in  this 
state  for  24  honrs ;  then  strain  it,  and  pot  into  the  ley  6  ounces 
of  '^pastella ;"  then  leave  it  again  fer  24  hours,  strain  it  throng 
[a  bag  shaped  like]  a  capuchin  s  hood,  add  alum  water,  stir  it 
with  a  stick,  and  add  water  to  it  in  order  to  remoye  the  salL 
When  the  colour  has  £sdlen  to  the  bottom,  pour  off  the  water, 
collect  the  lake  which  will  be  at  the  bottom,  dry  it,  and  it  will 
be  finished. 

135.  To  make  a  carmine  colour. — ^Take  powdered  cochineal, 
add  ley  to  it,  and  instead  of  alum  water,  add  well  pulverised 
crystallized  arsenic,  for  this  will  precipitate  the  colour,  which 
will  be  brighter  if  treated  as^  above. 

136.  To  extract  the  cotcur  from  Chinese  grapes  for  paivting 
atid  miniatures. — ^Take  the  grapes  when  quite  ripe,  pound 
them,  pass  them  through  a  press,  filter  through  linen  rag,  and 
evaporate  the  juice  over  hot  cinders ;  when  all  the  moisture  is 
evaporated,  take  spirits  of  urine,  which  you  must  pour  on  to  tibe 
juice>  and  let  it  remain  until  you  see  that  it  is  well  coloured. 
Then  take  some  spirits  of  wine,  and  add  them,  so  that  the 
colour  may  be  predpitated,  or  evaporate  it,  and  preserve  the 
colour  in  small  bags  of  parchment  or  skin. 

137»  To  make  most  beautiful  sap  green. — ^Take  the  berries  of 
the  buckthorn  when  they  are  quite  ripe,  whidi  will  be  about  the 


1  In  the  NuoTO  PIico,  Giallo  Santo  is  said  to  be  made  of  the  flowers  of 
the  Erba  Lizza,  Barba  di  Beceo  (yellow  goat's  beard).    We  may,  there- 
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Tora  adoperare  si  piglia  acqua  di  fonte  con  iin  poco  di  chiara 
d'  OYO,  e  perche  corri  meglio  aggiongi  un  poco  di  mira. 

Per  far  gialo  santo. — Piglia  grana  di  spincervino  nel  fine  d' 
agostoy  fallo  bolMre  con  acqua  pura  sin  tanto  che  sij  ben  carico, 
e  spesso  di  colore  con  poco  d'  alume  di  rocca  non  bruggiato, 
poi  si  coli  quale  per  farlo  per  farlo  {sic)  piu  colorito  si  pa6 
&rIo  bollire,  e  con  detta  colatora  s'impasti  gesso  purgato  di 
quello  d'  indoratori,  e  se  ne  faocino  ballotte  quali  si  seccano 
all'  ombra. 

Secrettoper  la  huxa, — Piglia  due  pinte  d'  acqua  comune,  e 
meti  dentro  due  oz.  di  soda  polverizata  e  lascialo  per  24  bore 
poi  si  cola,  e  poi  metti  nella  d*  lisda  oz.  6  pastella,  e  si  lascia 
per  24  bore,  poi  passala  per  capuccio,  poi  metti  acqua  alumata, 
poi  mescola  con  bastone  et  aggiongi  acqua  per  levare  la  sal- 
sedine,  quando  il  colore  sara  andato  al  fondo  decanta  V  acqua 
poi  piglia  la  lacca  che  sara  al  foodo,  falla  seccare  e  sara  fata. 


Per  far  colore  di  oarmino. — Piglia  consoniglia  pesta,  meti  in 
tiscia^  e  in  cambio  d'  acqua  alumata  meti  arsenico  cristalino 
ben  polverizato  che  questo  predpita  il  colore  e  si  fa  piu  vivo  a 
fare  come  sopra. 

Per  cavare  il  colore  daW  uva  della  China  per  dipingere  e  mi- 
niare. — Si  piglia  la  d^  uya  ben  matura,  poi  si  pesta,  e  si  passa 
per  torchio,  poi  si  feltra  per  pezza  di  lino,  poi  A  fa  evaporare 
49opra  le  ceneri  calde,  passata  tutta  V  humidila  piglia  gpirito  di 
yino,  si  pone  nel  succo  sin  che  si  vede  ben  colorito,  piglia  poi 
^irito  d'  orina,  e  si  mette  acci6  precipiti  il  colore,  overo  fallo 
s?ap(»rare,  e  conservalo  in  sacchetti  di  carta  capretta  o  pelle. 


Afar  pasta  verde  hellish. — Si  piglia  la  grana  di  spinsel- 
mao  ben  mattura,  die  sara  quando  1*  uva  e  matura,  si  pista,  e 


fbre,  safely  infer  that  it  was  a  yellow  lake  made  sometimes  with  the  juice  of 
one  plant,  and  sometimes  with  that  of  another. 

2  c  2 
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time  when  grapes  lire  ripe ;  pound  and  boil  them  as  soon  as  they 
are  gathered,  and  add  to  them  a  little  roche  alum  ad  libitum, 
and  when  the  liquor  becomes  of  a  beautiful  green,  which  will 
happen  in  about  an  hour,  take  them  from  the  fire,  and  when 
cold  filter,  and  keep  what  passes  through  in  a  bladder  in  the 
chimney  that  it  may  dry  well. 

138.  To  make  excelknt  boiled  Aair.-— Take  the  manes,  fore- 
locks, and  tails  of  oxen,  horses,  cows,  and  calves  (but  re- 
member that  the  tails  of  horses  are  not  good),  place  them  in 
firesh  water,  and  wash  them  so  that  there  may  not  remain  any 
grease  or  dirt ;  then  string  them  on  a  cord,  afterwards  put  them 
into  a  vessel  with  ley  and  let  them  boil  for  6  hours. 

139.  To  make  super-exceUent  carmine, — Take  an  egg,  make 
a  hole  in  it  so  that  the  white  will  run  out,  then  take  mercury 
and  fill  the  egg  with  it,  stop  up  the  hole  and  lute  it  according 
to  the  best  of  your  ability ;  then  bury  it  two  feet  deep  in  horse- 
dung  which  is  very  much  exposed  to  the  sun,  and  do  this  in 
the  dog  days.  Leave  it  in  this  situation  for  40  days,  then  take 
it  out,  with  great  care,  lest  it  should  break ;  then  break  it,  and 
you  ¥rill  find  in  it  a  living  animal ;  let  the  animal  die,  and  pre- 
serve it,  it  will  fall  to  powder ;  use  this  powder,  which  will  be  a 
most  splendid  carmine,  for  painting  and  miniatures,  but  you 
must  beware  of  the  smell  at  the  beginning. 

140.  To  colour  canes  and  to  imitate  those  of  India. — Polish 
well  the  cane,  then  take  gum  water,  and  mix  with  it  white  lead 
and  smaltino  according  to  your  fancy ;  this  is  the  composition- 
which  you  must  sprinkle  on  the  cane  with  a  pencil ;  then  shaking 
the  cane  hold  it  over  the  fire  with  sulphur  until  the  cane  becomes 
black.  Then  polish  it  with  a  wet  rag,  afterwards  rub  it  well 
with  a  little  olive  oil,  taking  care  to  do  this  from  knot  to  knot. 

141.  To  blacken  the  wood  of  the  applCy  pear^  olive^  boxj  service, 
cherry  trees,  and  elm  (?).  —  When  the  wood  has  been  po- 
lished with  burnt  pumice  stone  it  must  be  well  rubbed  with  a' 
coarse  cloth  and  with  the  said  powder,  bathing  the  work  with 
German  size  that  it  may  be  more  polished ;  it  must  then  be 
cleaned  with  another  rag. 
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81  fa  bolire  come  si  trova,  e  ei  aggiunge  un  poco  d'alumme  di 
Rocca,  ad  libitum,  quando  vedrai  un  verde  beiliss"'^  che  verk 
in  spacio  d'  un  bora,  si  leva  dal  foco,  e  fatta  fredda  falla  pas- 
sare  per  feltro,  e  consenrala  in  vesica  sotto  il  camino  acci6  si 
seccbi  bene. 

Per  fare  crino  bottito  belKsf^. — Si  piglia  le  cume  e  zuffe, 
cove  di  bovi,  cavalli,  vache,  vitelli,  ma  ayerti  che  le  cove  de' 
cavalli  non  sono  bone.  Si  pongono  in  acqua  firesca,  e  si  lava 
acdo  non  le  resti  untume  ne  sozzure  alcune,  di  poi  £sLlle  fillare 
in  corda  poi  si  pone  in  paroUo  (sic)  di  liscia,  e  si  &  bollire  per 
6  bore* 

Per  fare  Chermino  sapraeccellentimmo. — Piglia  un  ovo,  fali 
un  buco  tanto  che  n^'eschi  la  chiara,  poi  piglia  mercuric,  et 
empi  r  ovo,  e  di  poi  tura  bene  il  bucco,  e  lutalo  secundum 
artem,  e  ponilo  in  Ruto  di  cavalo  sepolto  un  braccio  fondo  in 
loco  chevi  giocchi  il  sole  piii  sii  possibile  in  tempo  di  Canicola 
&llo,  e  fallo  stare  quaranta  giomi;  poi  levalo  con  avertenza 
che  non  si  rompi,  poi  piu  avertito  rompilo  che  vi  troverai  un 
animale  vivo,  lascialo  poi  morire,  e  serbalo  che  andera  in  poi- 
vere,  e  di  quella  serviti,  che  sara  un  chermino  non  piu  visto  da 
dipingere  et  miniare,  ma  guardati  dal  tuto  alia  prima. 

Per  far  Canne  tinteefnte  d*  India, — Polisci  bene  la  canna, 
poi  piglia  acqua  di  gomma,  biacca,  e  smaltino,  a  tuo  modo  unissi 
con  d^  gomma,  &rai  la  composizione  da  spruzza  su  la  canna 
con  pennello,  e  dibattendo  la  canna  la  porrai  sopra  il  fuoco  con 
zolfaro  sinche  la  canna  venghi  nera  poi  la  pollirai  con  straccio 
bagnandola  con  acqua,  e  poi  con  un  poco  d'  oglio  d'  olivo,  e  la 
sfiregherai  bene,  avertendo  di  far  questa  fattura  a  nodo  per  nodo. 

Per  far  negro  Porno,  pero,  olivo,  Busso,  zorbolo,  cerasa,  vema 
[e  omo  f]. — ^Pulito  che  sara  il  legno  con  pomice  bruggiata^  si 
freghi  bene  il  lavoro  con  canovazzo,  e  detta  polvere  bagnandb 
il  lavoro  con  acqua  di  cola  tedesca  accio  venga  piu  pulito  poi  si 
neti  bene  con  altra  pezza. 
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14'i.  A  water  for  blackening  the  above-mentioned  works. — - 
Boil  the  rind  of  the  pomegranate  in  water  until  a  third  part  is 
consumed,  and  lay  it  all  over  the  work^  whicH  must  he  quite 
hot,  with  a  pencil  of  hog's  hristles ;  then  let  it  dry  in  the  shade, 
and  in  the  same  manner  give  3  coats,  having  the  water 
always  quite  hot,  and  always  leaving  it  to  dry  in  the  shade. 

Item,  take  Campeachy  wood  (?)  which  has  been  boiled  in 
water  with  a  little  roche  alum  until  a  third  part  has  eva- 
porated, and  while  it  is  still  hot,  give  8  coats  of  it  as  above, 
leaving  it  to  dry  in  the  shade.  Item,  for  putting  on  the  black. 
The  strongest  white  or  red  wine,  in  which  you  must  put  a  quan- 
tity of  iron  filings  at  discretion,  bearing  in  mind  that  the  more 
iron  filings  you  add  the  blacker  will  the  composition  be,  and  it 
should  be  left  in  infusion  for  24  hours ;  it  will  thus  make  a 
most  beautiful  black.  When  the  24  hours  are  past  you  may 
add  to  it  ox  gall  at  discretion,  afterwards  boiling  it  until  it  is 
reduced  one  third.  You  must  apply  3  coats  of  it  while  hot 
on  the  work,  allowing  each  coat  to  dry  in  the  shade,  and  the 
more  coats  you  lay  on,  the  blacker  will  the  work  be. 

143.  To  polish  the  icork. — Rub  it  well  with  new  cloth ;  then 
take  fine  Tripoli  powder  which  has  been  well  rasped  and 
pounded  finely  with  goatskin,  and  rub  the  work  well,  so  that  it 
will  have  a  lustre  ;  then  take  white  wax,  if  you  wish  it  to  be 
still  brighter,  and  rub  it  over  the  work,  which  will  thus  become 
most  beautiful. 

144.  To  grind  lake, — Spirits  of  wine  or  candied  sugar,  at 
discretion,  with  gum  water  and  a  few  drops  of  oil  of  tartar. 

145.  Beautiful  smaltino. — Grind  it  up  with  spirits  of  wine ; 
then  regrind  it  with  dragon's  blood  in  tears  before  the  spirits 
have  evaporated,  and  it  will  be  beautiful.  It  should  also  be  in- 
corporated with  burnt  Roman  vitriol  or  burnt  "  pietra  focaia,''  * 
&c. 

146.  To  make  the  Turkish  paper  waved  with  divers  colours. 
— The  colours  which  succeed  best  on  this  paper  are  fine  orpi- 

-  - 

'  See  ante,  p.  537,  n. 
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Acqua  per  dare  il  nero  a  taprad^^  lavori. — Scorze  di  pomo 
'  granato  si  faccino  bollire  in  acqua  che  consumi  un  terzo,  poi 
con  pennello  di  setola  si  dij  sopra  il  lavoro,  che  sij  ben  calda. 
Doppo  coperto  tutto  il  lavoro  di  detta  acqua  si  lasci  sciugare 
air  ombra,  e  di  quest'  acqua  sempre  calda  se  ne  dij  tre  mani^ 
e  si  lasciano  sciugare  all'  ombra  sempre. 

Item  si  piglij  compucdo  a  discrezione  boUito  in  acqua  comune 
aJla  consumatione  del  terzo  con  un  poco  d'  alume  di  rocca,  e 
GOBI  calda  si  dij  sopra  tre  mani  come  sopra,  e  si  lasci  s(nugare 
all'  ombra.  Item  per  dare  il  negro.  Vin  fortiss"®  bianco  o 
negro  nel  quale  fomi.  dentro  quella  quantita  di  limatura  di 
ferro  a  discretione,  avertendo  che  quanta  piu  ne  sark  verra 
sempre  piu  nero,  e  si  deve  lasciare  in  infii^one  hore  ventiquat* 
tro,  e  fara  nero  belliss™^  passate  poi  le  24  hore,  o  che  il  ferro 
sij  consumato  vi  si  pone  dentro  fiele  di  hue  a  discrettione,  poi 
Iklla  bollire  all'  callo  {sic)  d'  un  terzo.  £  la  darai  sopra  il 
lavoro  calda  tre  mani,  e  lascia  sdugare  mano  per  mano  all'  om- 
bra e  con  piu  mani  piii  nero  verra. 


I  1  aN 

I 


-  Per  Itutrare  il  lavoro. — Sfrega  bene  il  lavoro  con  canevazzo 
novo,  e  poi  piglia  tripolo  fino  e  ben  pesto  raspato  sottil^  con 
pelle  di  camozza  si  fireghi  il  lavoro  ben  bene,  che  si  lustrera,  e 
piglia  cera  bianca  per  darli  piii  lustro,  e  frega  sopra  il  lavoro 
che  verra  belliss"*®. 

Per  macinar  lacca. — Spirito  di  vino  o  zucchero  candito  a 
discrettione  con  acqua  gommata  con  qualche  goccia  d'  oglio  di 
tartaro. 

SmaUino  hello. — Si  macini  con  spirito  di  vino,  e  poi  rimaci- 
narlo  con  sangue  di  drago  in  lacrima,  cosi  bagnato  e  sara  hello, 
et  con  rosso  di  vitriolo  romano  abbrugiato  o  pietra  focaia  bru- 
giata  incorporati  &c. 

Per  fare  la  carta  turchesca  ondata  di  diversi  colori. — Li  co- 
lon quali  riescono  meglio  in  questa  carta  sono,  orpimento,  lacca 


I 
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meet  or  common  lake,  cinnabar,  that  is  dark  morello,  indico, 
that  is  purple,  and  white  lead ;  but  the  eye  must  be  the  judge 
of  the  mixture  and  making  of  the  colours. 

The  colours  are  to  be  kept  separate,  but  because  the  orpi- 
ment  is  rather  light  coloured,  it  shoidd  be  mixed  with  cinnabar 
during  the  grinding,  and  thus  it  will  be  of  the  colour  of  gold*. 
The  lake  should  be  ground  up  with  cinnabar,  which  will  sink 
to  the  bottom,  so  that  it  requires  to  be  mixed  with  lake ; 
purple,  not  being  found  in  nature,  is  made  with  indico  and 
lake ;  green  is  made  with  orpiment  and  indico ;  skyrblue  with 
indico  and  white  lead ;  and  blade  with  ivory  calcined  in  an 
uncovered  crudble,  but  not  too  much  calcined,  as  in  that 
case  it  will  become  white,  and  indico  is  the  colour  which 
gives  it  body.  These. then  alone  are  the  colours  which  suc- 
ceed; they  must  be  well  ground  up  with  ample  water  and 
moderately  liquid,  so  that  they  may  be  collected  on  the  stone 
and  placed  in  their  respective  vases.  They  are  to  be  distem- 
pered with  spirit  made  from  good  and  not  spoiled  wine,  after- 
wards adding  to  them  5  or  6  drops  of  the  gall  of  an  ox  or 
calf,  which  makes  them  spread  over  the  gum  water  of  which 
we  shall  speak ;  and  if  you  do  not  think  that  the  colour  spreads 
sufficiently,  add  a  drop  or  two  more,  and  every  time. that  the 
colours  dry  add  spirit  of  wine.  When  Ihey  are  ground  you 
must  add  no  more  water,  but  spirit,  which  has  the  property  of 
fastening  the  colours  to  the  papers.  We  have  now  spoken  of 
all  that  pertains  to  the  disposition  of  the  coloura,  and  it  remains 
for  us  to  speak  of  the  method  of  employing  them. 

You  will  take,  therefore,  a  tray  of  the  size  of  thq  paper 
which  you  wish  to  paint,  with  the  sides  3  fingers  high,  and  en- 
tirely covered  with  pitch ;  you  will  fill  it  with  water,  but  you 
must  first  put  the  water  into  a  vase,  and  for  one  measure  of  the 
water  you  will  add  an  ounce  and  a  half  of  gum,  or  one  ounce 
if  it  is  pure  and  good,  adding  a  little  more  water,  because  the 
gum  will  absorb  part.  Leave  it  in  infusion  for  2  days  and  2 
nights,  and  then  mix  and  squeeze  it  with  the  hand  into  the  vase 
2  or  3  times  a  day  in  order  to  perfect  the  water ;  and  while 
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flna,  o  commune,  cinabrio,  doe  morello  scuro,  indico  doe 
pavonazzo,  biaca  oyero  bianco  di  piombo,  sij  g^udice  1'  occhio 
nel  mischiare  i  colori  e  nel  farli. 

Qnesti  seiTono  separati,  ma  perche  1'  oropimento  ua  troppo 
chiaro  si  mischia  col  dnabrio  nel  macinarlo,  e  cosi  piglia  il 
color  d'  oro,  la  lacca  si  madna  col  cinabrio,  il  dnabrio  va  a 
fondo  da  lui  si  che  richiede  compagna  la  laoca,  per  fare  il 
payonazzo,  non  trovandosi  naturale  si  fa  con  Y  initico  et  lacca^ 
il  verde  si  &  con  orpimento  et  indico,  per  il  celeste  si  fa  con 
indico  et  biacca,  il  nero  si  fa  con  1'  avoglio  in  crodolo  scoperto 
caldnato,  ma  averti  che  non  stia  troppo  perche  diviene  bian* 
chiss"**^  e  r  indico  e  quello  che  li  da  corpo.  Questi  dunque 
solamente  sono  li  colori  che  riescono,  qnali  yanno  madnati 
benissimo,  e  si  madnano  con  acqua  semplice  e  mezanamente 
liqaidi  si  che  si  possano  raccogliere  sopra  la  pietra,  e  posti  nelli 
Tasi  si  stemprano  con  acqua  yite  fatta  di  yin  bono  e  non  guasto, 
di  poi  yi  si  pone  5,  o  6  goccie  di  fiel  di  hue  o  yiteUo  maschio, 
che  questo  fa  stendere  sopra  1'  acqua  di  gomma  che  si  dira,  e 
se  parera  che  si  stenda  poco  yi  porrai  una  o  due  goccie  di  pii!, 
et  ogni  yolta  che  li  colori  sciugheranno,  aggiongi  acqua  yite,  ne 
da  che  sono  macinati  yi  porrai  piii  acqua  semplice,  ma  acqua 
yita,  che  ha  yirtii  di  far  attaccare  li  colori  alia  carta,  e  questo  e 
quanto  appartiene  alia  disposicione  de  colori,  resta  ora  che 
disponiamo  il  corpo  di  quelli. 


Piglierai  adonque  una  cassetta  fatta  granda  come  la  carta 
che  yoi  dipingere,  con  le  sponde  alte  tre  dit  atutta  impegolata, 
empirai  la  cassetta  d'  acqua,  ma  prima  porrai  1'  acqua  in  un 
vaso  e  per  la  misura  di  detta  acqua  yi  porrai  un  oz.  e  meza  di 
gomma,  e  se  la  gomma  sara  pura  e  bella  bastera  un  oz.  ayerti 
porvi  un  poco  pi&  d'  acqua,  perche  la  gomma  sorbisce.  la  sua 
parte,  e  lasciala  in  infusione  due  giomi,  e  due  noti,  e  poi  la 
mescolarai  e  premerai  con  la  mano  nel  yaso  due  o  tre  yolte  al 
giomo  per  perfetionar  V  acqua,  e  nel  porla  nella  cassa  falla 
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pouring  it  into  the  tray»  make  it  pass  through  a  strong  rag. 
To  know  whether  the  gum  is  too  thick,  take  a  feather  and 
lead  it  backwards  from  one  side  to  the  other  frequently  in  this 
manner  ^5^  first  pouring  in  one  or  two  colours ;  and  if  these 
colours  'r  flow  after  the  feather«  it  will  be  perfect ;  and  if, 
on  the  contrary,  they  do  not  follow  the  feather,  the  mixture  is 
too  thick,  and  will  require  to  be  mixed  with  some  spring  water, 
which  must  be  stirred  by  the  hand,  moving  it  all  oyer  the  tray« 
But  this  imperfection  may  also  arise  from  a  defect  in  the  co- 
lours, for  instance,  when  there  are  not  sufficient  ingredients, 
that  is,  too  little  gall  or  not  sufficient  spirit  of  wine ;  the  remedy 
for  this  can  only  be  learned  by  experience.  We  may  also 
warn  you  that  if  there  is  too  much  spirit  the  colour  will  be  too 
light.  For  each  vase  of  colour  you  must  have  a  pendl,  and 
must  place  one  colour  after  the  other,  a  drop  for  each  colour ; 
but  you  must  not  touch  the  water  with  the  pencil,  and  by  its 
motion  you  must  make  the  paint  fall  at  equal  distances.  The 
colours  being  placed  according  to  your  fancy,  you  must  con* 
duct  tiie  pencil  from  one  side  to  the  other  as  previously  di- 
rected, merely  touching,  however,  the  surface  of  the  water. 
You  must  afterwards  make  a  comb  of  thin  wood  as  long  as  the 
breadth  of  the  tray,  in  which  you  will  insert  hog's  bristles 
m  this  manner,,    q::;.:"^^^^^^^^^^  ^^d  the  thicker   they 

are    the    more     lillil^^  delicate    will    be    the 

waves  of  colour.  With  this  comb  you  will  pass  over  the  whole 
tray,  taking  care  to  touch  only  the  surface  of  the  water,  and 
you  will  thus  succeed  well.  If  you  choose,  you  may  make 
with  the  feather,  circles,  snakes,  labyrinths,  and  similar  things. 

147.  To  cause  a  rose  or  carnation  to  become  white. — ^Bum 
Sulphur  in  such  a  manner  that  tiie  flower  may  be  eitposed  to 
the  fiimes,  and  it  will  become  quite  white ;  but  take  care  that 
the  companion,  which  is  on  the  same  branch,  may  not  feel  it 

148.  To  maJie  fruits  grow  withovt  hemek. — Cleave  the 
young  plant  to  the  root,  take  out  the  pith  on  both  sides ;  then 
unite  the  parts,  plaster  them  witii  ox-dung,  and  tie  them  to- 
gether.    This  will  succeed  admirably. 
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passare  per  pezza  forte.  Per  conoscere  poi  86  la  gomma  h 
troppo  spessa  piglia  una  penna  alia  rovescia,  e  guidala  da  una 
parte  e  dall'  altra  spesso  in  queeto  modo  ^^  ma  prima  vi 
porrai  un  colore  o  due,  se  quelli  colori  ^F"  corrono  dietro 
la  penna  sara  perfetta,  altrimenti  sara  troppo  spessa  e  converra 
porvi  acqua  di  pozzo  e  mischiarla  con  la  mano  per  la  cassa,  ma 
ayerii  che  ci6  pu6  anche  avenire  per  difetto  de  colori,  quando 
non  vi  sono  ingredient!  a  suiBScienza  cioe  poco  fiele,  o  poc'  acqua 
vite  et  in  ci5  Y  esperienza  vi  fara  pratico,  averti  di  pi&  che 
quando  yi  sara  tropp'  acqua  vite,  il  colore  sara  troppo  chiaro. 
Per  ciascun  vaso  di  colore  haverai  un  pennello,  e  vi  porrai  ur 
color  doppo  r  altro  una  goccia  per  ciascun  colore,  ma  noa 
toccar  r  acqua  col  pennello,  ma  con  il  moto  di  quello  farai 
cader  la  pittura  in  egual  distanza ;  posti  li  colori  a  tuo  modo,  li 
condurrai  con  la  penna  da  una  parte  e  dall'  altra  come  ho  detto 
di  sopra,  toccando  perb  solo  la  superficie  del  acqua.  Di  poi 
farai  un  pettine  longo  come  il  traverso  di  detta  cassa,  e  lo  farai 
d'  asse  sottile,  nella  quale  v'  inserirai  delli  pelli  di  porco  in 
questo  modo     <;^-^^^^^^^^  ®*   quanto  saranno   piii 

spessi,         le      lliill^^  onde  saranno   piii  deli- 

cate, e  con  il  pettine  scorrerai  tutta  la  cassetta,  ma  averti  di 
toccar  solo  la  superficie  deir  acqua,  che  cosi  riuscira  hello, 
e  se  Yorai  con  la  penna  vi  farai  de'  circoli,  biscie,  laberintit 
e  simili. 


Per  far  una  rosa  o  garofaio  che  divenghi  bianco. — Piglia 
foco  di  zolfo  e  con  delicatezza  fallo  sentire  al  fiore  che  riuscira 
hianchiss™^  ;  ma  averti  non  lo  senta  il  compagno  ch'  e  sopra  la 
rama  medema. 

Fare  che  lifrutti  naschino  senza  armella. — Schioppa  la  pianta 
giovine  sino  alia  radice,  e  levali  1'  anima  da  una  parte  e  dal 
altra,  poi  unisse  le  parti,  e  con  stereo  di  hue  impiastra,  e  legale 
insieme,  che  riuscira  mirabile. 
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TOLPATO  MANUSCRIPT. 


PRELIMINARY  OBSERVATIONS. 

Giovanni  Batista  Volpato,  the  author  of  the  following 
MS.,  was  a  painter,  bom  at  Bassano  in  1 633.  He  was 
a  pupil  of  Novelli,  who  had  studied  under  Tintoretto. 
He  settled  at  his  native  place,  where,  after  the  ancient 
school  of  the  Bassani  had  become  extinct,  he  practised 
the  art,  and  had  several  pupils.  He  left  some  writings 
on  painting,  which  were  preserved  in  the  select  and 
valuable  library  of  Conte  Giuseppe  Remondini.  From 
the  Remondini  family  the  MSS.  passed  into  the  public 
library  at  Bassano,  where  they  are  now  preserved.  One 
of  these  works,  entitled  *La  Verita  Pittoresca/  is 
believed  to  be  still  unpublished,  although  it  was  an- 
nounced for  publication  at  Vicenza  in  1685. 

In  the  preface  to  this  work,  says  Lanzi,  Volpato 
protests  that  he  had  no  master,  but  in  a  MS.  at  Castel- 
franco  it  is  stated  that  he  was  a  pupil  of  Novelli.  He 
adds  that  the  work  is  full  of  good  observations,  whence 
it  may  be  supposed  he  was  well  acquainted  with  the 
theory  of  the  art.   Mr.  Eastlake  remarks^  that  this  MS. 

-  -        -— • — "■ — ■     ■   ■  ■ — —   — 

1  Notes  to  Goethe  on  Colours,  p.  406. 
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afterwards  formed  the  groundwork  of  Verci's  '  Notizie 
intorno  alia  Vita  e  alle  Opere  de'  Pittori  di  Bassano.' 

Volpato  left  also  another  MS.  in  his  own  hand- 
writing, entitled  *  Modo  da  tener  nel  Depingere/  which 
is  now  published  for  the  first  time  in  the  following 
pages,  and  the  original  of  which  was  kindly  lent  to  me 
by  Sig.  Baseggio,  the  librarian  and  president  of  the 
Athenaeum  of  Bassano,  with  a  permission  to  copy  it  if 
we  could,  for  the  hand-writing  was  so  bad  as  to  render 
this  extremely  problematical.  With  some  trouble,  how- 
ever, we  deciphered  the  MS.,  with  the  exception  of  six 
or  eight  words,  of  which  I  took  fac-similes. 

The  MS.  appears  to  have  been  composed  in  the 
latter  part  of  the  seventeenth  or  beginning,  of  the 
eighteenth  century.  That  it  was  not  written  previous 
to  1670  is  certain,  because  Volpato  quotes  the  work  of 
Padre  Lana,  which  was  published  in  that  year,  and  it 
was  probably  later,  because  he  alludes  to  the  practice  of 
Canziani,  the  Veronese  painter,  who  survived  Volpato 
five  or  six  years,  being  still  living  in  1712.^  The  terms 
also  in  which  Volpato  speaks  of  his  recollection  of  the 
face  of  S.  Pietro  Martire  in  Titian's  celebrated  picture, 
suggest  the  idea  of  its  having  been  written  by  an  old 
man.  On  these  grounds,  therefore,  I  am  of  opinion 
that  the  notices  in  this  MS.  respecting  painting  in  oil, 
are  to  be  considered  as  applying  to  paintings  of  the 
Venetian  school  at  the  conclusion  of  the  seventeenth 
century. 

The  MS.  purports  to  be  a  dialogue  between  two 
apprentices  of  painters,  in  which  the  elder  explains  to 

^  See  Orlandi's  Abecedario. 
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the  younger,  who  appears  to  have  just  entered  the  pro- 
fession, the  various  technical  details  in  which  he  is  to 
be  employed,  such  as  preparing  the  grounds  of  the 
pictures,  grinding  the  colours,  setting  the  palette,  tracing 
the  outline,  and  other  mechanical  processes,  on  which 
the  apprentices^  were  usually  employed. 

Volpato  commences  by  describing  the  kind  of  canvas 
proper  for  painting,  and  observes  that  smooth  canvas 
requires  a  thin  ground  only.  He  then  teaches  how  to 
prepare  grounds,  of  which  he  describes  several,  and 
states  tiie  advantages  and  disadvantages  of  each  kind,  and 
particularly  the  effects  of  gesso  on  grounds,  which  he 
illustrates  by  referring  to  the  practice  of  Bassano.  He 
also  shows  the  advantages  arising  from  making  the 
surfaces  of  pictures  smooth.  After  speaking  of  the 
preparation  of  grounds  for  pictures,  Volpato  treats  of 
the  preparation  of  walls  for  painting  with  oil  colours. 

The  next  subject  discussed  is  the  different  methods 
of  transferring  the  design  to  the  canvas,  which  is  said 
to  be  the  work  of  the  boy  and  not  of  the  artist ;  and 
then  he  takes  occasion  to  speak  of  tracing  paper  and 
the  method  of  using  it,  and  of  other  mechanical  con- 
trivances for  copying  pictures. 

Volpato  then  treats  of  grinding  and  preserving  the 
colours,  and  of  cleaning  the  palette  and  brushes,  of  the 
preparation  of  boiled  oil,  by  boiling  it  with  litharge, 
of  the  different  kinds  of  varnish,  of  which  he  mentions 
three,  namely,  the  "vernice  grossa,"  amber  varnish, 
and  mastic  varnish.  He  says  that  he  purchases  the 
two  former  ready  made ;  the  latter  he  makes  himself. 


1  See  also  the  Brussels  MS.,  pp.  771,  772,  782. 
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and  in  this  part  of  the  dialogue  he  refers  to  the  works 
of  Armenini  da  Faenza  and  Raffaello  Boi^hini,  "  who," 
he  adds,  ^^  teach  all  things  pertaining  to  our  trade,  and 
how  to  make  all  kinds  of  varnish,  as  well  as  the  proper 
mode  of  using  them." 

Again,  in  speaking  of  the  method  of  distempering 
the  colours,  of  setting  the  palette,  and  preparing  the 
sketch  for  the  finishing,  he  speaks  of  these  works,  and 
says  the  directions  given  to  him  for  this  purpose  by  his 
master,  "  correspond  exactly  with  those  of  Armenini, 
and  you  may  write  them  out  also,  for  besides  this  he 
teaches  the  whole  process."  These  passages  certainly 
affi)rd  a  fair  presumption,  that  the  method  of  painting 
in  the  Venetian  school  was  on  the  whole  like  that  de- 
scribed by  Armenini  and  Borghini,  modified  probably 
by  the  peculiar  habits  and  style  of  every  artist. 

He  then  speaks  of  the  choice,  preparation,  and  tests 
of  the  goodness  of  the  colours,  and  of  the  means  of 
rendering  certain  colours  more  drying. 

Yolpato  also  alludes  to  the  mode  of  preparing  the 
sketches.  He  says,  "  I  wash  the  sketches,  I  oil  them, 
I  varnish  them,  and  on  some  of  them  I  lay  the  white 
of^g,  according  to  his  (the master's)  orders;"  audit  is 
on  this  occasion  that  he  refers  to  the  work  of  Armenini.^ 
After  describing  some  other  mechanical  operations,  he 
mentions  the  injuries  done  to  pictures  by  cleaning  them, 
and  in  particular  by  copyists,  whose  bad  practices  he 
describes  and  reprehends  in  the  strongest  terms,  and 
he  adduces  one  instance  (the  S.  Pietro  Martire  of 
Titian)  of  the  ill  effects  of  applying  oil  (which  he  says 


*  See  Araienmi,  D«  tw  Precc^ti  delU  Pittnra,  cap.  ix. 
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is  not  good  on  pictures)  on  the  surface  of  a  painting, 
in  order  that  the  copyist  might  see  it  more  distinctly. 
"  This  picture,**  observes  Volpato,  "  has  been  oiled  so 
many  times  by  the  sacrilegious  blockheads  who  have 
copied  it,  that  he  [the  figure  of  the  martyr]  is  so 
blackened  and  spoiled,  that  there  is  no  telling  what 
sort  of  face  he  has,  and  yet,**  he  adds,  "I  recollect 
when  he  was  beautiful,  and  you  may  observe  the 
children  [the  angels  in  the  upper  left-hand  corner  of  the 
picture]  which,  being  above  the  reach  of  similar  influ- 
ences, are  in  excellent  condition."  This  difference, 
however,  is  not  so  perceptible  as  it  was  in  the  time  of 
Volpato,  for  the  Pietro  Martire  was  sent  to  Paris, 
where  it  underwent  the  operation  of  cleaning,  and  of  a 
partial  repainting.  It  is  now  in  the  church  of  S.  S. 
Giovanni  e  Paulo  at  Venice. 


In  the  fly-leaf,  but  in  difierent  hand-writing,  are  the  following 
words : — 

licinia 
Silvio. 

p.  netar  quadri  lume  di  feccia. 

II  libro  delle  stampe  del  Ricci,  d.  L.  ii 

mi  conto'  .         .         .       lire  4. 

4. 
Conto  di  ...  3. 

Spesi         ....  6. 

5  ..  18. 


2d  2 
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COPY  OF  AN  AUTOGRAPH  MANUSCRIPT 

OP 

6IAN  BATISTA  VOLPATO, 

ENTITLED 

*'THE  MODE  TO  BE  OBSERVED  IN  PAINTING." 

PRESERVED  IN  THE  PUBLIC  LIBRARY  AT  BASSANO. 


F.  My  Silvius,  on  what  subject  shall  we  converse  ? 

5.  I  have  been  but  a  few  days  with  Sig.  Floriani,  therefore  I 
should  like  you  to  teach  me  the  mode  of  preparing  canvas, 
colours,  and  those  things  which -pertain  to  the  business  in  which 
I  am  engaged,  as  I  have  had  but  little  practice  in  such  things. 

F.  Come,  you  fool,  eat,  eat,  this  is  not  the  time  for  study ; 
when  you  have  appeased  your  appetite  I  will  tell  you  all. 

S.  You  are  right,  give  me  a  glass  of  that  wine  which  you 
praise  as  being  so  exquisite. 

F.  Here,  take  it,  you  will  find  it  most  delicate. 

S*  To  the  health  of  our  masters. 

F.  I  know  you  are  not  a  servant,  but  a  friend  of  your  master, 
because  servants,  being  enemies  of  their  masters,  desire  that 
they  may  have  all  kinds  of  misfortunes,  and  not  success ;  there- 
fore you  do  not  deserve  the  name  of  a  servant,  but  that  of  a 
friend. 

S.  My  master's  kindness  obliges  me  to  act  thus. 

F.  My  master  is  not  at  all  inferior  to  yours,  and  I  would 
shed  my  blood  for  him ;,  I  will  therefore  join  you  in  drinking 
their  healths. 

S.  Truly,  the  wine  is  not  inferior  to  the  capon,  and  they  both 
deserve  to  be  consumed  in  a  proper  manner. 

F,  There  is  no  one  waiting  for  us,  therefore  we  can  take  our 
time,  and  when  we  have  finished,  I  will  willingly  instruct  you, 
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COPIA   TRATTA   BALL'    AUTOGRAFO 

DI     . 

GIAN  BATISTA  VOLPATO, 

CHE  SI  CONSEBYA  KELLA  PUBUCA  BIBLIOTECA  DI  BAS8ANO. 


F.  Silvio  mio,  e  che  volevi  discorrer  ? 

S.  Pochi  giorni  sono  che  stb  con  il  S.  Floriam,  e  per  cib  vor- 
rei  che  m'  insegnasti  il  modo  di  preparar  telle,  colori,  e  tutto 
cib,  che  fa  bisogno  per  servirlo,  perche  ho  poco  pratica  di  simil 
cose. 

F.  Hb,  pazzo,  mangia,  mangia,  che  non  e  tempo  questo  d'  ap- 
plicatione,  che  fomito  ti  farb  veder  il  tutto. 

S.  Hai  raggione.  Da  mi  un  bichiere  di  quel  vino  che  mi 
celebri  cosi  squisito. 

F.  Eccolo,  e  sentirai  una  cosa  delicatissima. 

S.  Alia  salute  de'  nostri  patroni. 

F,  Conosco  bene  che  non  sei  servo,  ma  amico  del  padrone, 
perche  li  servi  essendo  nemici  de'  padroni,  le  desiderano  bensi 
tutte  le  disgratie,  ma  non  la  salute,  e  percib  non  meriti  nome  di 
servo  ma  d'  amico. 

S.  La  sua  bonta  m'  obliga  a  questo. 

F.  Veramente,  ne  anco  il  mio  non  e  punto  inferiore  che  span- 
derei  il  sangue  per  lui,  et  io  istessamente  ti  rendo  in  loro  salute 
ragione. 

S.  Veramente,  il  vino  non  e  punto  inferiore  al  capone,  e  me- 
ritono  V  uno  e  V  altro  esser  devorati  come  si  deve. 

F.  Non  vi  e  alcuno  che  ci  aspetti.  Se  la  potremo  prender 
comoda,  che  poi  volentieri  t'  insegnerb  principiando  dal  pre- 
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beginning  with  the  preparation  of  the  canyas,  and  gradually 
going  through  aU  those  thuags  which  belong  to  the  art,  because 
such  pertain  not  to  painters,  but  to  those  who  serve  them. 

S.  We  have  now  finished,  therefore  you  may  have  the  table 
cleared,  but  leave  the  wine,  which  will  season  our  discourse. 
F.  Drink  away,  for  I  have  more  of  it. 
S.  I  will  not  disobey  you. 

F.  Now  I  wiU  tell  you  what  you  desire  to  know.  Rrst, 
you  must  be  told  that  the  canvas  must  be  good,  strong,  smooth, 
and  well  made ;  that  it  must  be  prepared  with  a  thin  ground, 
and  must  be  so  durable  as  to  last  as  long  as  the  picture, 
and  it  is  the  duty  of  him  who  buys  the  canvas  to  ascertain 
this,  for  if  the  canvas  is  bad  it  decays  in  a  short  time.  Smooth 
canvas  requires  but  little  ground  for  priming,  for  if  the 
priming  be  too  thick,  the  colours  become  black  from  the  abun- 
dance of  oil  which  is  used,  and  the  repetition  of  so  many 
primings ;  wherefore  you  must  take  good  canvas,  stretch  it  on 
the  frame,  and  give  it  a  coat  of  glue  made  of  the  parings 
of  very  young  pigs'  skins,  that  it  may  be  softer,  for  such  glues 
as  parchment  glue,  being  strong  and  harsh,  cause  a  cer- 
tain shrinking  of  the  canvas,  which  has  a  bad  effect,  therefore 
do  as  I  teach  you.  When  this  coat  is  dry,  polish  it  with 
pumice  stone,  give  it  another  coat  of  glue,  as  before,  and  let 
it  neither  be  too  weak  nor  too  strong ;  for  if  too  weak  it  will 
not  defend  the  canvas  from  the  oil,  and  if  too  strong  it  will 
cause  the  colour  to  crack ;  that  which  is  of  the  proper  consist- 
ence will  be  soft  like  jelly  when  it  is  cooled. 

S.  If  the  priming  were  to  be  laid  on  with  pure  oil,  without 
glue,  what  would  be  the  result  ? 

F.  When  the  canvas  has  no  glue  to  defend  it  from  the  oil,  it 
loses  its  strength,  for  the  oil  dries,  so  that  it  becomes  like  the 
bark  of  a  tree,  and  when  the  canvas  is  taken  off  the  stretching 
frame  it  cracks  and  splits. 

S.  In  some  shops  where  they  prime  canvas,  I  have  seen  flour 
paste  used :  is  this  improper  ? 

F.  Flour  paste  is  very  bad,  because  if  it  is  too  stiff  it  causes 
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parar  tele,  e  poi  di  mano  in  mano  di  tutte  quelle  cose  che  ci 
appartengono,  perche  queste  cose  non  sono  da  pittori,  ma  ben 
da  chi  li  serve. 

S.  Siamo  al  fine,  puoi  sbratar,  lasciendo  il  vino,  qual  servira 
per  stemprar  li  nostri  discorsi. 

F,  Bevi  pur  alegramente,  che  ne  ho  dell'  altra 

S.  Non  dubitar  che  non  le  mancherb. 

F.  Hora  ti  dirb  cib  che  brami,  e  prima  sarai  havertito  che 
le  telle  sijono  buone,  forte,  liscie,  ben  lavorate,  che  con  poca 
materia  restino  impresse,  la  bonta  serve  che  tanta  dura  il  qua- 
dro,  quanta  dura  la  tela,  ed  e  dovere  di  chi  le  compra,  che 
come  sono  cative  in  breve  si  consumano ;  le  telle  liscie  poca 
materia  1'  imprime,  che  come  vi  e  troppa  materia  anerisse  li 
colori  per  Y  abondanza  de  Y  olio  che  vi  si  pone  ed  il  replicar 
molte  primiture ;  e  perb  piglia  buona  tela,  e  tirata  in  telaro,  gli 
darai  una  mano  di  coUa  di  retagli  di  nonnate  o  maschiette  per 
che  riesce  piii  dolce,  che  le  coUe  come  di  bergamina,  essendo 
forte  e  crude,  fa  certe  ritiramente  nelle  tele  che  fa  cativo  effetto, 
e  percib  fa  come  t'  insegno :  asciuta  la  lisciarai  con  la  pomice,  e 
li  darai  un  altra  mano  di  cola  come  prima  et  osserverai,  che  non 
si  troppo  dolce  ne  troppo  forte,  la  troppo  dolce  non  difende  la 
tela  dair  olio,  e  la  troppo  forte  fa  crepar  il  colore,  e  la  buona 
sera  tenera  come  gelo  quando  e  rafredata. 


S.  Chi  dasse  la  primitura  con  olio  puro  senza  cola,  che 
sarebbe  ? 

F.  Quando  la  tela  non  ha  la  cola,  che  la  difende  dall'  olio, 
non  pub  conservar  la  sua  fortezza,  che  1'  olio  si  disecca  in  modo 
che  viene  come  una  cortecia  d'  arbore,  che  volendosi  maneggiare 
giu  del  telaro  si  taglia  e  si  rompe. 

&  Ho  veduto  in  certe  botteghe  ove  si  imprimisce  tele  usar 
colla  di  farina,  che  forse  non  e  buona  ? 
F.  La  cola  di  farina  e  pessima,  perche  come  e  un  poco  gag- 
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the  colour  to  crack  and  scale  off,  and  if  it  is  too  weak  the 
damp  causes  the  canvas  to  decay,  and  the  rats  eat  it  These 
persons  use  it  because  they  prime  very  bad  canvas,  which 
perishes  in  eight  or  ten  years,  and  because  the  flour  paste  fills 
up  the  holes  of  the  canvas. 

S.  And  those  who  use  gesso  ? 

F,  To  use  gesso,  is  to  tempt  fortune,  for  many  old  paintings 
are  to  be  seen  spoiled  by  the  gesso,  yet  many  are  in  good 
preservation,  but  this  arises  from  the  quality  of  the  glue,  which 
may  be  either  too  strong  or  too  weak,  but  weak  glue  is  best,  be- 
cause the  strong  absolutely  spoils  the  canvas,  whereas  with  the 
former  very  little  gesso  is  required,  for  I  have  observed  in  the 
works  of  Bassano,  that  those  pictures  which  have  been  primed 
with  but  little  gesso  are  in  good  preservation,  while  those  on 
which  too  much  gesso  has  been  used  scale  off;  and  you  may 
distinguish  these  from  the  others  by  the  texture  of  the  canvas, 
the  threads  of  which  are  visible,  although  being  painted  they 
are  covered  with  gesso,  priming,  and  colours ;  while  others  which 
have  smooth  surfaces,  from  having  too  much  gesso,  scale  off. 
Besides  the  pictures  on  canvas,  we  have  examples  of  this  in  old 
paintings  on  wood,  which  are  well  preserved  in  consequence  of 
this  practice  of  using  glue.  But  dust  also  is  very  injurious  to 
old  pictures,  as  you  will  observe  in  those  belonging  to  the  nuns 
"  Riformati,"  and  Capuchins,  whose  pictures  being  kept  free 
from  the  dust,  the  colours  are  preserved  admirably.  In  order 
to  avoid  this  difficulty,  I  use  simple  glue,  as  I  have  told  you, 
which  I  lay  on  twice,  using  the  pumice  stone  after  each  coat 
when  dry,  that  the  canvas  may  become  smooth.  I  afterwards 
give  them  the  priming  ground  up  with  linseed  oil.  All  earths 
are  good  for  this  purpose  according  to  the  taste  of  him  who  uses 
them.     I  use  "  terra  da  bocali,"^  terra  rossa,  and  a  little  umber 

.  *  Terra  da  boccali,  called  by  Baldinueci  (Voc.  Dis.)  Terra  di  Cava  or 
Terretta.  *'  The  earth  or  clay  used  in  making  earthenware  for  table  ser- 
vices, which,  being  mixed  with  powdered  charcoal,  was  employed  for  making 
grounds,  and  for  painting  chiariscuri,  and  even  in  the  tints,  and  which  was 
also  used,  tempered  with  glue,  upon  canvases  on  which  triumphal  arches, 
perspectives,  and  other  scenes,  w  ere  to  be  painted.    It  is  better  adapted  for 
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liarda  crepa  il  colore  e  si  scorza,  e  Be  pur  e  poca,  al  umido 
marcisce  le  tele,  e  li  topi  le  mangiano,  e  queli  Y  adoperano 
perche  imprimono  tele  tristissime,  che  in  otto  o  dieci  anm  res- 
tano  consumate,  e  perche  la  cola  di  fieuiDa  ottura  li  buchi  della 
tela,  si  servono  di  questa. 

S.  Quelli  poi  che  adoperano  il  gesso  ? 

F,  Con  il  gesso  si  gioca  di  fortona,  perche  si  vede  assai  pitture 
antiche  sconcerti  per  il  gesso,  e  molte  ancora  si  conservono,  il 
cbeprovienedalla  qualita  della  cola,  otroppoforte,  o  troppodolce, 
ma  la  meglio  e  la  dolce,  che  la  forte  sdupa  assolntamente,  et  in 
qnesto  modo  ci  vol  pochissimo  gesso,  che  ho  osservato  nell'  opere 
del  Bassano,  che  quelle  che  hano  poco  gesso  si  conservano,  e  quelle 
che  ne  ha  troppo  si  scorzano,  e  ci6  si  conosce  dala  tessitura 
dela  tela  che  si  scopre  li  relevi  di  detta,  ben  che  habia  gesso,  pri- 
mitura,  e  colon,  essendo  dipinte,  e  quelle  liscie  che  hano  assai 
gesso  si  scorzano,  et  oltre  le  telle  si  vede  Tesempio  nolle  tavole 
antiche>  che  assai  si  conseryono,  e  cio  proviene  da  questa  pra- 
tica  della  cola ;  ma  anco  la  polvere  rovina  assai,  che  osserverai 
dalle  monache,  da  Riformati,  e  Capucini,  che  tengono  le  sue 
pitture  nete  da  la  polvere  si  conservano  benissimo,  et  in  fatti  il 
gesso  si  vede  che  conserva  molto  bene  il  colorito.  Ma  per  levar 
queste  difficolta,  io  adopro  cola  semplice  come  ti  ho  detto,  che 
data  doi  volte  apomicando  ogni  volta  dopo  asduta  acib  la  tela 
venga  lisda,  li  do  poi  la  primitura  macinata  ad  olio  di  lino,  e 
tutte  le  terre  sono  buone  per  questa  faccenda,  secondo  il  gusto 
di  chi  comanda,  io  piglio  terra  da  bocali,  terra  rossa,  et  un  poca 
di  terra  d'  ombra  distemperate  dopo  fate  in  polvere  sotile  e  pas- 
sate  in  foco  con  olio  di  lino  senza  madnarle,  le  do  con  il  cortelo 
supra  dela  tela,  e  dopo  asciuta  e  pomicata,  le  do  un  altra  mano 
macinata,  e  cosi  resta  impressa  benissimo,  e  questo  e  un  modo 
il  pill  sicuro  e  migliore  per  la  riusdta.    Ho  veduto  anco  metter 

modelling  than  any  other  clay,  because  its  particles  are  so  minutely  divided, 
that  works  made  of  it  can  not  only  receive  the  highest  degree  of  polish,  but 
the  most  minute  works  can  be  executed  in  it.  It  is  dug  at  Rome,  near  St. 
Peter's,  and  at  Monte  S()ertoli,  13  miles  from  Florence.*'  It  appears  to  be 
like  what  is  called  in  England  *'  China  Clay." 
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finely  powdered  and  mixed  with  linseed  oil  and  stirred  togetiier 
for  a  short  time,  but  not  ground,  over  the  fire.  I  then  £q[H*ead 
this  preparation  over  the  canvas  with  a  knife,  and  when  dry  and 
pumiced,  I  give  the  canvas  another  coat  of  the  same  colours, 
but  these  must  be  previously  groimd,  and  thus  the  canvas  will 
be  well  primed ;  this  is  the  best  mode  and  the  most  certain  in 
its  results.  I  have  also  seen  some  persons  steep  the  ^^  terra  da 
bocaU  "  in  water  to  soften,  when  it  liquefies  immediately ;  then, 
removing  as  much  water  as  possible,  the  same  quantity  of  lin- 
seed oil  as  of  the  water  which  remains  behind  is  to  be  added ; 
then  the  di£Perent  ingredients  are  stirred  together  with  a  spatula 
until  well  incorporated.  The  priming  is  then  applied  to  the 
canvas  for  the  first  time,  but  for  the  second  coat  the  ingre- 
dients must  be  previously  ground  as  I  have  before  said.  This 
method  succeeds  well  and  is  quickly  done,  as  little  colour  is  re- 
quired in  the  second  coat,  the  canvas  being  already  made 
smooth  with  the  first.  To  the  first  coat  made  with  earth  dis- 
tempered vrith  water  is  added  the  oil  which  is  pressed  from  the 
pencils  when  cleaning  them,  and  which,  being  boiled  with  the 
sediment  of  the  colours,  dries  like  a  mordant  in  the  winter  time  ; 
but  umber  is  sufficient  to  make  the  second  coat  (which  is 
groimd)  drying,  and  it  does  not  require  the  boiled  oil.  This  is 
the  mode  which  I  sometimes  follow  in  preparing  the  canvas  for  my 
master,  but  the  first  mode  which  I  mentioned  to  you  is  the  best. 

S,  How  shall  I  know  whether  the  glue  is  too  strong  or  too 
weak,  when  it  is  made,  since  it  is  used  hot  ? 

F.  I  touch  it  with  two  fingers,  and  feel  whether  it  is 
tacky,  and  thus  I  ascertain  the  fact ;  if  it  is  too  strong,  I  add 
water,  and  do  not  let  it  boil  any  longer ;  and  if  too  weak,  I  let 
it  boil  until  I  consider  it  is  of  the  proper  consistence ;  but  take 
care  you  do  not  add  to  the  glue  either  terretta  or  gesso,  or  any- 
thing, because  these  scale  off  in  time  ;  but  use  the  pure  glue, 
in  order  to  spread  the  priming,  and  that  the  canvas  may  retain 
its  strength,  as  I  have  told  you. 

S.  When  painters  wish  to  paint  on  walls,  how  do  they  pre- 
pare them  ? 
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a  mole  nelF  acqua  la  terra  da  bocale  la  quale  si  liquefa  aubito, 
e  gitata  poi  fiiori  tutta  V  acqua  che  pnb  uscire,  li  getoso  tanto 
olio  di  Kdo  quanto  pub  esser  1'  aoqua  che  vi  e  rimasta,  e  poi  con 
una  spatola  la  meschiono  fino  che  s'inoorpora,  epoi  la  dano 
sopra  le  tele  la  prima  Tolta,  ma  la  seoonda  la  dano  madnata 
come  t*  ho  detto,  e  riesce  beniadmo  et  e  negotio  breve  che  la 
neconda  maoopooo  colore  fa  biaogno,  essendo  gia  fatta  Hsda  con 
la  prima^  nella  prima  fatta  di  terra  stemprata  con  1'  acqua  vi  si 
pone  olio  che  si  neta  li  pendi,  che  bulito  con  questa  feee  di 
colori,  seca  come  mordente  nel  tempo  del  vemo,  et  ne  la  seconda 
che  simadna,  hasta  la  terra  d'  ombra  per  £&r  eecante,  ne  ci  ycI 
olia  coto.  Questo  e  il  modo  che  ten^  alle  volte  preparar  le 
tele  al  mio  patrone,  ma  la  meglix)  e  nel  primo  modo  che  li  ho 
d&soorso. 


8.  Per  conoscer  la  cola  quando  si  fa,  se  e  troppo  forte,  o 
dolce,  percfae  si  da  calda  ? 

F.  lo  toco  con  due  dita  e  sento  se  ha  picico  nel  asciu* 
garsi,  e  da  quelo  m'  accorgo^  se  e  troppo  forte  v'  agiungo  dell' 
acqua  e  lascio  levar  il  bolo,  e  se  e  dolce  la  lascio  bolir  fino  che 
mi  pare  fatta  ^usto  al  biso^o,  ma  haverti  di  non  por  cosa  al- 
cuna,  ne  terreta,  ne  gesso,  nella  cola,  perche  con  il  tempo  si 
Bcorzano,  ma  solo  si  da  la  cola  pura,  acib  si  possa  distender  la 
pirimitura,  e  che  la  tela  conservi  la  sua  for^a  come  t'  ho  detto. 

S.  Quando  li  Pitori  vogliono  dipinger  sopra  muri  in  qual 
modo  si  preparano  ? 
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jP.  On  walls,  neither  glue  nor  gesso  is  used,  becausis  they 
would  scale  off  in  a  short  time,  but  the  wall  should  merely  be 
anointed  with  linseed  oil,  and  after  several  days,  when  it  is 
quite  dry,  a  tint  should  be  applied  of  earths  ground  up  as  a 
priming,  and,  when  this  is  dry,  the  wall  is  ready  for  painting 
on.  And  in  the  same  manner,  to  make  coloured  sketches  on 
paper,  a  tint  should  first  be  laid  with  the  brush,  but  let  the 
paper  be  strong  and  well  sized,  such  as  the  blue  or  the  white. 

S.  And  how  is  paper  made  transparent  ? 

F,  Some  sheets  of  huckster*s  paper,  I  do  not  exactly  know  what 
it  is  called,  are  glued  together,  according  to  the  size  of  the  picture 
or  figure  which  is  intended  to  be  traced ;  these  sheets  are  then 
anointed  with  common  oil,  or,  still  better,  with  nut  oil.  There 
is  also  a  good  mode  of  oiling  paper  for  the  use  of  children 
when  drawing,  and  also  for  laying  over  writing ;  it  is  prepared 
thus  :— Take,  &c.  ^ 

Spread  the  oiled  paper  over  the  picture,  and  with  a  pencil  or 
charcoal  outline  the  figures,  which  are  visible  through  the  paper 
very  clearly  ;  and  if  they  are  too  black,  they  may  be  touched 
slightly  with  gesso  on  the  darkest  parts,  not  doing  as  some 
clumsy  and  imprudent  persons  do  who  outline  the  paintings 
with  lake  ground  with  oil,  and  afl;erwards  oil  the  paper  above 
it,  and  then  press  it  with  the  hand  until  the  above-mentioned 
outlines  are  impressed  on  the  oiled  paper.     Such  people  ought 
to  have  their  hands  cut  off  as  a  punishment  for  the  crime  of 
spoiling  such  gems,  especially  when  they  are  able  to  accom- 
plish their  object  otherwise  in  a  better  manner ;  but  this  is  only 
practised  by  tracers,  who  rule  their  lines,  and  can  do  nothing 
but  daub  canvas,  for  virtuosi  do  not  make  marks  on  pictures. 
These  proceed    with  proper  respect,   and    those   who  have 
valuable  pictures  in  their  custody  should  be   aware  of  this 
practice,  and   if  they  catch  any   of  those   clumsy  fellows, 
they  should  kick  them  out,  and  send  them  to  the  gallows  as 
—  •      ■  '   *■     -  - - ' 

1  A  blank  in  the  original,  in  which  it  wa£;  doubtless  intended  to  copy  a 
recipe. 
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F,  Sopra  muri  non  ci  toI  cola  ne  geso  perche  assoluta- 
cnente  in  breve  si  scorzano,  ma  solo  si  unge  con  olio  di  lino  il 
tnuroy  e  passati  diversi  giomi  che  sij  benissimo  asciuto  se  la  da 
una  tinta  macinata  di  tere  come  primitura  qual  benissimo  seca, 
pu6  il  Pittore  dipingervi  sopra.  £  cosi  le  carte  per  &r  model! 
coloriti,  si  le  da  una  tinta  con  il  penelo,  ma  che  la  carta  si  forte, 
e  che  habi  buona  cola,  come  X  azzurra  o  bianca  ma  di  quella 
reale. 

S.  £t  lucidi  come  si  fara  ? 

F.  S'  incola  della  carta  da  fatorela,  non  so  il  nome,  quanta  e 
la  grandezza  del  quadro  orero  la  iSgura  che  ci  vuol  lucidare,  e 
poi  si  ungi  ad  olio  comune  overo  di  noce,  che  e  meglio ;  ma  vi  e 
anco  un  modo  belo  per  unger  carta  qual  serve  a  fanciuli  per  dis- 
segnar  et  anco  per  imponar  a  scrivere  et  e  si,  Piglia  &c. —  {sic) 

{sic) 
e  detta  carta  imta  si  distendi  sopra  il  quadro  e  si  contoma 
con  lapis  o  carboni  le  figure  che  gia  spicono  benissimo  e  se  fos- 
sero  troppo  nere  si  pub  legermente  tocar  con  gesso  nella  parte 
piu  perse,  e  non  far  come  certi  sgratiati  e  temerarj  che  contor- 
nano  le  pitture  con  lacca  a  olio,  e  poi  1'  ogliono  la  carta  di  so- 
pra, e  con  la  mano  le  vano  ritocando  fino  che  resta  impressi 
li  sudetti  contorni,  che  a  questi  bisognerebbe  troncar  le  mani  in 
pena  di  tal  delitto,  volendo  guastar  gioje  cosi  rare  potendo  in 
miglior  modo  conseguire  il  loro  intento,  ma  cib  non  viene  usato 
se  non  da  calcanti  che  vano  rigando,  e  che  non  sano  se  non  im- 
piastrar  telle,  che  li  virtuosi  non  mettono  le  noti  sopra  le  pit- 
ture. Codesti  si  va  con  que'  rispeti  che  si  deve  et  a  cib  dovreb- 
bero  haver  1'  ochio  chi  le  hano  in  custodia,  che  capitando  di 
que'  sgratiati  scatiarli,  e  mandarli  alle  forche  come  indegni, 
ne  lasciarli  acostar  a  gioje  si  pretiose. 
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unfit  to  live,  and  not  suffer  them  to  approax^h  such  precious 
gems. 

S.  I  myself  have  seen  persons  do  this  more  than  once ;  but^ 
having  made  this  tracing  paper,  how  is  it  used  ? 

F.  A  leaf  of  paper  is  covered  with  dry  white  lead  or  ge^o, 
which,  being  placed  between  the  tracing  paper  and  the  canvas, 
where  it  is  oiled,  the  outlines  of  these  figures  are  pressed 
with  a  needle  of  bone,  and  the  coloured  paper,  which  is  plaiCed 
between  the  two,  leaves  impressed  all  those  marks  which  you 
have  indented  withr  the  needle,  and  thus  you  will-  remoye  in 
regular  order  this  coloured  paper,  having,  however,  fix^d  the 
tracing  paper  in  two  places  that  it  may  not  move.  I^  also  do 
this,  although  I  am  not  a  painter,  because  it  requires  no 
skill  in  painting,  but  it  is  properly  our  business.  And  in  the 
same  manner,  in  order  to  transfer  the  design  to  white  paper, 
the  paper  is  coloured  with  charcoal,  or  with  black  or  red 
chalk. 

S.  The  "  velo  "  which  I  have  seen  on  a  cartoon  of  my  mas- 
ter's, how  is  it  used  ? ' 

F.  It  is  applied  on  the  painting  like  the  tracing  paper,  and 
the  outline  is  drawn  on  it  with  gesso.  It  is  then  removed  to 
the  primed  canvas,  and  the  marks,  being  pressed  with  a  piece 
of  linen  held  in  the  hand,  are  thus  transferred  to  the  primed 
canvas,  or  the  gesso  is  again  passed  over  the  outlines  which  are 
transferred  to  the  priming. 

S.  How  is  the  Gratioola  ^  used  ? 

F.  The  Graticola  is  used  in  two  ways :  the  picture  which  is 
to  be  copied  is  either  crossed  with  white  threads,  or  the  Grati- 
cola, being  made  on  a  frame,  is  applied  over  the  picture,  and 
the  same  number  of  squares  are  to  be  struck  on  the  primed 
canvas,  which,  whether  it  is  larger  or  smaller  than  the  painting, 
is  to  be  divided  in  the  same  proportion. 


1  The  **  Velo"  was  used  in  a  different  manner  by  L.  B.  Alberti,  who 
describes  it  in  his  Treatise  on  Painting,  Lib.  II.  It  consisted  of  a  piece 
of  transparent  gauze  stretched  on  a  frame,  and  divided  into  equal  parts  by 
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S.  Ho  veduto  piu  d'  una  volta  ancor  io  a  far  di  queste,  ma 
fato  questo  lucido,  come  s'  adopra  ? 

F.  Si  tinge  un  foglio  di  carta  con  biaca  suta  OYvero  giesso, 
qual  posta  tra  il  lucido  e  la  tella  ove  sara  ogliato  e  con 
un  ago  di  osso  si  calca  li  contomi  di  quelle  figure,  e  quella  carta 
tinta  che  fra  posti,  lascia  impressi  tutti  quei  segni,  che  haverai 
calcato  con  1'  ago,  e  cosi  trasporterai  per  online  quella  carta 
tinta  havendo  per6  saldata  da  due  parti  il  lucido  acib  non  si 
mova ;  e  questa  la  facio  ancor  io,  benche  non  son  pittore,  die  in 
cib*  non  vi  entra  artificio  di  pittura,  ma  e  una  pura  operatione 
nostra,  e  cosi  per  calcar  sopra  carta  bianca,  si  tinge  con  car- 
bone,  lapis  nero,  owero  rosso. 


S,  II  velo  che  ho  veduto  in  un  cartone  del  mio  padrone  come 
s'  adopra  ? 

F,  Quelo  si  aplica  sopra  la  pittura  come  il  lucido,  e  si  con- 
toma  con  il  gesso,  e  poi  si  trasporta  sopra  la  tella  imprimita,  e 
con  una  peza  di  lino  si  va  con  la  mano  calcando  sopra  quei  segni 
ecosirestono  impressi  sopra  la  tella  primita,  overoche  di  nuovo 
si  replica  con  il  giesso  sopra  li  contomi,  quali  trapasseno  sopra 
la  primitura. 

S.  La  Graticola  come  s'  adopera  ? 

F.  La  Graticola  si  fa  in  due  modi,  cio  e  o  sopra  il  quadro 
che  si  vuol  copiare  con  fili  bianchi,  overo  fata  in  un  telaro,  si 
aplica  sopra  il  medesimo  quadro,  e  con  1'  istesso  comparto  si 
bate  sopra  la  tella  primita,  che  essendo  magiore  o  minore  de  la 
pittura  si  divide  con  la  stessa  proportione. 


threads  drawn  across  it.    It  was  placed  perpendicularly  between  the  painter 
and  his  subject,  so  that  the  rays  of  the  visual  cone  might  pass  through 
it.  The  points  of  intersection  were  marked  with  a  pencil,  and  thus  a  correct 
outline  was  obtained,  which  was  afterwards  transferred  to  a  panel  or  wall, 
s  Graticola.     A  square  divided  by  white  crossed  threads. 
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S,  Come  si  bate  ? 

JF.  Si  dnge  un  filo  con  giesso  overo  biaca  suta,  e  si  bate  sopra 
li  comparti  come  fano  li  marangoni  con  la  terra  rossa  sopra  li 
legnami,  e  li  pittori  cosi  batono  V  architettura  che  fano  sopra 
li  quadri  volendoli  tirar  al  punto. 

S.  Perche  li  Pittori  usano  questi  lucidi  o  graticola  ? 

F.  Prima  per  levarti  il  fastidio  di  queste  faccende  non  essendo 
sue  ma  di  noi  altri,  e  per  valersi  aci6  li  scolari  copiino  le  loro 
opere  con  maggior  perfetione,  il  che  us6  il  Bassano,  che  apunto 
il  mio  Padrone  ne  ha  meza  una  cassa  di  lucidi  de  figli  del 
Bassano  trati  dalle  opere  del  padre,  che  in  tal  guisa  ritocate 
da  maestri  corrono  come  sue. 


S.  Li  colori  come  si  macinano? 

F.  La  Biaca  con  olio  di  noce,  il  verde  etemo,  e  Y  Endico  e 
cosi  tutti  gr  azzurriy  et  anco  il  carbone  et  gF  altri  con  olio  di 
lino. 

S.  Come  si  neta  le  petre  quando  si  e  macinato  li  colori  ? 

F.  Con  la  semola  di  formento  e  poi  con  un  pezo  di  stratio,  e 
cosi  istessamente  le  tavolozze ;  ma  averti  che  quando  la  semola 
Don  e  piu  stata  adoperata,  lascia  qualche  poco  di  &rina  si  che 
habi  Y  actio,  che  se  macinarai  laca  fina  o  verde  etemo  bianche- 
giono  e  si  guastono,  e  percib  la  semola  e  meglio  come  si  e  ado- 
perata  diverse  volte. 

S.  £  se  per  caso  si  scordasse  di  netar  che  il  color  si  secasse, 
come  si  neta  ? 

jF.  Con  un  poca  d'  acqua  et  una  pietra  pomica, 
S.  Li  colori  macinati  come  si  tengono  ? 


VOL.  II.  2  E 


740  VOLPATO  MANUSCRIPT. 

F.  In  divers  ways,  viz. — ^in  folded  papers,  in  small  saucers, 
and  in  bladders ;  and  this  last  is  the  best  mode,  for  the  colours 
keep  better ;  but  white  lead  is  kept  in  a  vase  with  water ;  the 
palettes  also  are  placed  in  water,  just  as  they  are  set  in  order, 
that  the  colours  may  not  dry  when  the  painter  wishes  to  use 
them  the  following  day ;  but  remember  that  lake,  giallo  santo, 
and  verderame  are  spoiled  by  the  water,  and  they  must  be 
taken  off  the  palettes  before  they  are  put  under  water. 
S.  How  are  the  pencils  preserved  ? 

F.  They  are  kept  in  linseed  oil,  and  with  that  they  are 
cleaned,  pressing  out  the  colour  with  a  knife  on  a  palette  sus- 
pended over  a  vessel  of  oil,  which  oil  you  may  afterwards  keep  for 
distempering  the  primings,  as  I  have  before  told  you ;  but  the 
large  brushes  should  be  cleaned  with  soap  and  water,  especially 
if  they  are  afterwards  to  be  used  with  blues,  but  as  soon  as  they 
are  dry  wipe  them  well  with  a  linen  rag  ;  then  wind  a  thread 
round  them  from  the  handle  to  the  extremity  of  the  hairs,  to 
keep  them  closer  together,  otherwise  they  will  spread  like 
flattened  fun^. 

S.  How  is  boiled  oil  prepared  ? 

JP.  The  linseed  oil  is  put  into  a  clean  pipkin  or  saucepan  with 
some  litharge  of  gold,^  which  is  tied  up  in  a  rag,  and  fixed  to 
a  small  piece  of  wood,  which  being  laid  across  the  pipkin  or 
saucepan,  suspends  the  rag  so  that  it  does  not  touch  the  bottom, 
because,  if  it  should  touch,  it  would  bum,  and  the  oil  would 
become  black,  and  when  the  oil  boiled  it  would  rise  to  the  brim 
of  the  pipkin  and  flow  over,  but  when  the  litharge  is  suspended 
these  effects  are  not  so  easily  produced.  If  the  oil  is  boiled 
very  much  it  will  be  more  drying,  and  so  whether  you  use  much 
or  little  litharge ;  you  may  also  boil  with  it  a  little  umber, 
this  will  have  the  same  effect,  except  that  the  oil  will  not  be  so 
light  coloured.  Sometimes  also  the  oil,  soiled  with  the  colours 
pressed  from  the  brushes,  is  boiled  with  olio  di  abezzo,  and  is 
applied  to  the  backs  of  old  pictures,  which  are  scaling  off  their 
grounds,  in  order  to  fix  them. 

1  It  is  unnecessary  to  observe  that  litharge  of  gold  and  silver  are  the 
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F.  In  diversi  modi  cioe  nelle  carte  piegate,  ne  scudelini, 
nelle  vesicfae,  e  questo  e  il  meglio  cfae  si  conservano  piii,  ma  la 
biaca  si  tiene  in  un  yaso  con  acqua  che  apunto  le  tavolozze 
come  sono  preparate  si  metono  nel  acqua  a  cib  li  colori  non  si 
sechino,  volendoli  adoperare  il  pittor  il  giomo  dietro,  ma  averti 
che  la  lacca,  il  ^alo  santo,  et  il  verderame  patiscono,  e  bisogna 
levarli  avanti  che  si  meta  nel  acqua. 

S.  Li  peneli  come  si  tengono  ? 

F.  Si  tengono  nell'  olio  di  lino,  e  con  quelo  si  netano,  cavan- 
doli  il  colore  con  un  cortelo  sopra  d'  una  tavoluza  pendente 
sopra  il  catino  dell'  olio,  qual  olio  poi  ti  serve  per  stemprar  le 
primiture  come  t'  ho  detto,  ma  U  grandi  il  meglio  e  netarli  con 
sapone  et  acqua,  massime  come  devono  esser  adoperati  con 
azurri,  ma  haverti  cfae  come  sono  neti  asciugali  bene  con  una 
peza  di  lino,  e  poi  legali  con  filo  dal  manico  fino  alia  estremita 
delle  sete  aci6  restino  piii  imite  che  altrimenti  s'  alargono  come 
le  vesce  sponate  [spianate?]. 

S.  U  olio  coto  come  si  fa  ? 

F.  Si  pone  Y  olio  di  lino  in  un  pignato  o  calderola  neta  e  vi 
si  pone  del  retargirio  d'  oro,  legato  in  una  pezzetta,  legato  con 
un  filo  e  saldata  ad  un  legneto  che  passi  attraverso  del  pignato 
o  calderola,  lo  sostenti  che  non  tochi  il  fondo,  perche  come  tocha 
il  fondo  s'  abbrucia,  e  1'  olio  vien  nero,  et  anco  volendo  sor- 
monta  I'orlo  del  vaso  e  si  spande,  che  cosi  sospeso  non  fa  tal 
efietto  cosi  facilmente,  se  bole  assai  si  fa  piu  disecante,  e  cosi 
dal  porvi  piu  o  meno  retargirio  si  puo  anco  cucinar  con  un  pezzo 
di  terra  d'  ombra  e  fa  1'  istesso,  ma  non  resta  cosi  chiaro.  Si 
cucina  alle  volte  anco  Y  olio  sporco  con  colori  con  olio  d'  abete 
e  questo  si  da  dal  rovescio  alii  quadri  che  vechij  che  si  scorzano 
per  saldarli. 


same  things.     They  derived  their  names  from  being  extracted  from  ores 
which  contained  gold  or  silver.    Litharge  is  the  semi-vitrified  oxide  of  lead. 

2  E  2 
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S.  How  are  varnishes  made  ? 

F.  Varnishes  are  of  different  kinds:  some  we  make  our- 
selves, others,  such  as  the  "  vernice  grossa  "  and  amber  varnish, 
we  purchase,  but  I  make  the  mastic  varnish  myself. 

S.  Tell  me  how  you  make  it  ? 

F,  I  take  pulverized  white  mastic,  and  put  it  into  a  pipkin  with 
spirit  of  turpentine,  or  naphtha,  in  such  quantities  that  the  spirit 
of  turpentine  may  rise  two-thirds  above  the  mastic  in  the  pipkin. 
I  then  set  the  pipkin  over  the  fire,  and  boil  it  until  the  mastic  is 
perfectly  dissolved,  and  sometimes  add  to  it  a  little  "olio 
d'abezzo."  This  serves  for  varnishing  finished  pictures,  but  if 
you  wish  to  see  divers  modes  of  preparing  these  varnishes,  con- 
sult Armenino  da  Faenza  and  Rafael  Borghini,  who  teach  all 
things  pertaining  to  our  Urade,  and  how  to  make  other  kinds  of 
varnishes,  as  well  as  the  proper  mode  of  using  them. 

S.  I  have  not  these  books,  nor  can  I  see  them. 

F.  Borrow  them,  and  write  down  what  you  wish  to  know  on 
this  subject ;  perhaps  your  master  may  have  the  works,  and 
then  you  may  use  them,  because  as  ihey  wrote  of  other  things 
appertaining  to  painters,  if  your  master  studies  painting,  he 
will  most  certainly  have  ihem. 

S.  If  they  treat  of  painting,  they  will  not  write  on  these  things 
which  pertain  neither  to  the  art  nor  the  artist,  for  this  would  be 
unbecoming,  because  our  operations  are  merely  vile  and  mechani- 
cal, and  require  no  skill,  but  merely  the  labour  of  the  hands. 

F.  They  were  not  prudent  enough  to  separate  these  things, 
and  it  is  very  proper  that  painters  should  understand  them  and 
know  their  use,  so  as  to  give  orders  to  those  whose  business  it 
is  to  prepare  them,  and  to  know  whether  the  things  made  are 
perfect,  and  also  to  know  good  colours,  but  then  they  are  not 
obliged  to  manufacture  these  things  themselves. 

S.  How  are  good  colours  known  firom  bad,  because  sometimes 
my  master  sends  me  [to  purchase  colours],  and  I  have  not  had 
much  experience  on  this  subject  ? 

F.  Many  are  known  by  the  eye,  others  by  grinding  them  on 
the  stone^  others  on  the  palette,  in  using  them,  and  others  dur- 
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S.  Le  vemici  come  si  fanno  ? 

jP.  Le  vemici  sono  diverse,  altre  le  facciamo  noi,  altre  si 
comprano,  come  la  vendee  grossa,  quella  d'  ambra  si  compra, 
quella  di  mastice  la  facio  io. 

S.  Dimi  dunque  come  fai  ? 

F»  Si  piglia  mastici  bianchi  polverizati,  si  pone  in  una  am- 
pola  con  acqua  di  ragia  overo  olio  di  sasso,  la  sua  proporzione 
si  che  r  acqua  di  rasa  sormenti  due  terzi  sopra  li  mastici,  si 
pone  al  foco,  si  fa  bolir  sino  che  li  mastici  siiao  bene  liquefati, 
se  le  puoagiunger  anco  un  poco  d'  olio  d'  abezzo,  e  questa  serve 
per  dar  sopra  li  quadri  fomiti,  e  se  voi  vedere  diversi  modi  circa 
queste  vemici,  vedi  Armenino  da  Faenza  e  Rafael  Borgini  {sic) 
ebe  insegnano  tutte  le  cose  appartenenti  al  nostro  mestiere,  altri 
diverse  sorte  di  vernice  con*il  modo  proprio  di  adoperarle. 

S.  Io  non  li  ho,  non  li  posso  vedere. 

F,  Trova  Y  imprestito  e  scrivi  cib  che  ti  fa  bisogno  in  questi 
particolari ;  e  forse  il  tuo  Patrone  li  havera  e  te  ne  potrai  ser- 
vire  perche  scriveva  altre  cose  appartenenti  a  Pittori,  e  se  e  gia 
studioso  della  pittura  li  havera  certamente. 

S.  Se  tratono  di  pittura  non  scriverano  di  queste  materie  che 
non  s'  apartengono  ne  a  1'  arte  ne  agli  ai:tefici  che  saria  cosa 
indecente ;  che  le  nostre  operationi  sono  vili  e  mecaniche,  ne  vi 
entra  altro  artificio  che  un  lavofar  di  mani. 

jP.  Non  hano  havuto  questa  prudenza  di  separar  le  cose,  e 
bene  che  il  pittor  le  conosca  e  sapia,  per  potersi  far  bene  servire 
et  ordinar  a  chi  toca  tale  operatione,  e  per  conoscer  le  cose  fate, 
se  sono  perfette,  come  anco  il  conoscer  li  buoni  colori,  ma  non 
sono  tenuti  a  fabricarli. 

S.  Come  si  conosce  li  buoni  colori  da  cattivi,  perche  alle 
volte  il  mio  padrone  mi  manda  e  non  ho  molta  pratica  ? 

F,  Molti  si  conoscon  nel  vederli,  altri  sopra  la  pietra  nel 
macinarli,  altri  sopra  la  tavolozza  nel  adoperarli,  et  altri  posti 
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ing  the  painting,  but  the  knowledge  of  the  last  is  the  painter's 
business,  and  not  ours,  for  we  do  not  paint 

S.  Give  me  some  rule  by  which  I  may  know  them. 

F.  The  first  rule  is,  that  they  must  be  of  beautiful  colour,  as 
white  lead,  lake,  the  blues,  cinnabar,  red  lead,  '^  gialorino," 
^'  giallo  santo,"  &c. ;  those  colours  which  are  in  powder  must 
be  very  finely  pulverized.  But  with  respect  to  the  others, 
'^smaltino''  should  be  very  bright,  an^  so  should  all  other 
blues.  If  you  wish  to  know  whether  the  ultramarine  is  adul- 
terated, put  it  over  the  fire  in  a  spoon ;  if  it  resists,  it  is  good, 
but  if  it  blackens,  it  is  bad.  The  lakes  should  not  only  be  beau- 
tiful and  of  lively  colour,  but  in  the  grinding  they  should  have 
body  and  not  be  liquid.  The  giallo  santo,  on  the  contrary, 
should  be  of  fine  colour,  and  in  grinding  should  become  very 
liquid  so  as  to  require  very  little  oil  in  distempering,  and  should 
dry  very  quickly,  which  is  a  sign  that  it  is  pure ;  but  if  it  hardens 
and  requires  a  great  deal  of  oil  in  grinding,  that  is  a  proof  that 
it  contains  dirt  or  other  impurities,  and  in  this  case  it  dries  slowly 
and  fades  on  the  pictures.  In  the  same  manner,  the  lake  which 
dries  quickly  is  the  best,  and  the  "verde  etemo"  should  be 
crystalline,  clear,  and  of  a  lively  colour.  And  the  last  test  for 
the  colours  is  to  place  the  pictures  in  the  sun ;  if  they  are  not 
injured  they  are  good,  but  if  the  colours  fade  they  are  bad, 
especially  the  giallo  santo,  the  lake,  and  the  indico.  The 
earths  in  the  lump  are  best,  because  they  are  natural,  and  there 
is  no  other  material  mixed  with  them ;  but  the  venders  are  ac- 
customed to  falsify  everything  in  order  to  promote  their  own 
interests,  and  for  this  reason  Borghini  teaches  the  making  of  all 
colours,  so  that  we  may  learn  to  manufacture  them  and  to  have 
them  perfect,  i.  e.^  those  which  are  most  important,  because  it 
is  much  better  to  buy  some  colours  ready  made. 

S.  Are  there  not  many  colours  which  require  to  be  burnt? 
how  is  this  done  ? 

jF.  Umber,  yellow,  green,  and  red  earths  should  all  be  burnt 
in  the  fire,  placing  them  over  a  slow  fire  that  they  may  not  break 
firom  the  excessive  heat ;  they  are  gradually  made  hotter  until 
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in  opera,  e  questa  cognitione  e  del  pittor  che  noi  non  dipin- 
gemo. 

S.  Dami  un  poco  di  regola  per  conoscerli. 

F.  La  prima  cognitione  e  che  siino  di  bellissimo  colore,  come 
la  biaca,  la  laca,  gl'  aznrri,  il  cinaprio,  e  el  minio,  ^alorino,  e 
gialo  santo  etc.  qneli  che  sono  in  polvere  siino  sottilissimi.  Ma 
gl'  altri,  ilsmaltino  e  che  sii  chiaro  di  colore,  e  cosi  tutti  gl'  al- 
tri  azurri,  1'  oltremarino  per  conoscerlo  se  e  adulterato,  si  pone 
al  foco  sopra  un  guchiaro,  se  resiste  e  buono,  se  anerisce  e  cattivo. 
Le  lache  deno  esser  non  solo  belissime  di  color  vivace  ma  che 
nel  macinar  abino  corpo,  e  che  non  inliquidiscon.  II  giallo  santo 
il  contrario  sii  bello  di  colore,  ma  che  nel  macinar  venga  liquido 
che  con  pochissimo  olio  si  stempera,  et  asciuga  prestissimo  che 
e  segno  che  e  puro,  ma  come  s'  indurisce  e  che  ci  vole  assai  olio 
nel  madnarlo,  e  segno  che  ha  delle  feci  o  di  materia  cativa  e 
stenta  asciugarsi,  e  nolle  piture  si  perde,  e  cosi  anche  la  laca 
che  asciuga  presto  e  la  meglio,  il  verde  eterno  si  cristalino  chiaro 
e  di  color  vivace.  E  la  prova  ultima  che  si  da  ai  colori  e  il  por 
li  quadri  al  sole,  se  resistono  sono  buoni,  ma  come  svaniscono 
sono  cativi,  massime  il  gialo  santo,  la  laca,  e  1'  endico ;  le  terre 
le  grezze  sono  migliori,  perche  sono  naturali,  e  non  v'  e  altra 
materia  mista  perche  uson  per  interesse  a  falsificar  tutte  le  cose, 
e  percio  il  Borgini  insegna  a  far  tutti  li  colori,  si  che  noi  poti- 
amo  aprender  il  modo  di  fabricarli  per  haverli  perfetti,  cioe 
li  pill  importanti  perche  di  molti  e  meglio  il  trovarli  fatti. 


S.  Non  vi  sono  molti  colori  che  si  abruciono  ?  dimi  in  qual 
maniera. 

F.  La  terra  d'  ombra,  la  giala,  la  verde,  e  la  rossa,  tutte 
s'  abruciono  nel  foco  ponendole  a  foco  lento  acib  non  si  spezino 
per  la  troppa  veemenza  del  calore,  ma  a  poco  a  poco  si  riscal- 
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they  have  a  most  vehement  beat  and  are  roasted ;  they  are  then 
suflSciently  burnt.  The  yellow,  however,  is  pulverized,  and  then 
burnt  on  a  fire-shovel  until  it  blackens,  and  when  it  cools  it  be- 
comes of  a  dark  red  colour. 

S»  Tell  me,  pray,  do  you  set  your  master's  palette? 

F,  Certainly ;  I  also  distemper  all  the  powder  colours,  and 
it  is  sufficient  for  him  to  tell  me  what  he  is  going  to  paint,  for  I 
know  what  colours  I  ought  to  put  on  the  palette ;  I  wash  the 
abbozzi,  I  oil  them,  I  varnish  them,  and  on  some  I  lay  the  white 
of  egg  according  to  his  orders ;  and  then  he  has  given  me  in 
writing  full  instructions  in  the  distempering  of  the  colours  that 
I  may  know  what  to  do,  and  Ids  directions  exactly  correspond 
with  those  of  Armenino  da  Faenza,  and  thus  you  also  may 
write  them  out,  for  besides  this  he  teaches  the  whole  process. 
Father  Lana^  also,  a  Jesuit,  has  treated  of  this  matter  in  his 
discourse  on  painting.    And  remember  to  put  boiled  linseed  oil 


^  The  treatise  is  contained  in  a  larger  work,  entitled,  '*  Prodromo  overo 
Saggio  di  alcune  Inventione  nuove  premesso  al  opera  che  prepara  il  P. 
'  Francesco  Lana,  Bresciano,  della  Compagnia  de  Gesu ;  **  Brescia,  1670, 
fol.  The  part  which  relates  to  painting  begins  at  p.  1 35.  Four  chapters 
are  devoted  to  this  subject ;  Cap.  I.  treats  of  Invention,  Cap.  II.  of  Design, 
Cap.  III.  of  Colouring,  and  Cap.  lY.  of  different  methods  of  Painting  and 
Drawing.  The  chapter  on  Colouring  contains  the  usual  directions  for 
painting  with  four  colours — a  recommendation  to  mix  ultramarine  with  all 
the  flesh  tints — full  directions  for  mixing  various  tints  on  the  palette,  but 
none  as  to  the  mixing  of  the  pigments  with  any  Hquid — as  to  the  distribu- 
tion of  the  light — and  of  the  light  in  which  a  painting  is  to  be  placed  while 
in  progress.  The  directions  as  to  **  oiling  out "  are  precise.  Lana  recom- 
mends for  this  purpose  '*  boiled  linseed  oil,  that  is  to  say,  linseed  oil  to 
which  have  been  added  two  ounces  of  litharge  for  each  pound  of  oil, 
warmed  until  it  begins  to  boil.**  **  This  application,**  he  says,  **  is  not 
injurious  to  the  picture,  as  some  have  imagined ;  and  the  advantage  is  that 
it  dries  quickly,  for  raw  oil  is  a  long  time  in  drying.** 

According  to  P.  Lana,  **  The  priming  consists  in  covering  the  picture  with 
some  colour,  which  is  usually  umber  finely  ground  with  a  little  white  lead  and 
terra  rossa,  in  linseed  oil ;  this  mixture  being  very  stiff,  and  less  liquid  than 
the  other  colours,  is  spread  evenly  and  thinly  over  the  picture  with  a  large 
knife ;  when  it  is  dry,  another  coat  is  to  be  applied,  and  after  this,  a  third 
coat ;  which  I  do  not  approve  of,  because,  being  too  thick,  it  causes  the 
colours  which  are  laid  on  it  to  change,  for  these  sink  into  it  so  much,  that  they 


^ 
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dono,  e  poi  se  li  da  foco  vehemente  fino  che  s'  arrossiscono ;  et 
allora  sono  arse.  La  giala,  perb,  si  spolveriza  e  s'  abrucia  sopra 
la  paleta  da  fiiocco,  fino  che  anerisce,  che  rafredata  divene  rossa 
oscura. 

S,  Dimi  in  grazia,  prepari  tu  la  tavolozza  al  tuo  padrone  ? 

F.  Certo  che  si,  li  stempro  anco  tutti  li  colori  che  sono  in 
polvere,  e  mi  basta  che  mi  dica  cib  che  vol  dipinger,  che  so  quali 
devo  pore  sopra  la  tavolozza,  lavo  gli  abozzi,  li  ungo,  li  do  la 
vemice,  et  altri  ancora  la  chiara  d'  uova  secondo  mi  comanda, 
e  poi  mi  ha  dato  in  scrito  tutto  cib  che  occore  nel  distemperar 
de  colori,  a  cib  sapia  cib  che  devo  fare,  et  e  apunto  come  insegna 
Armenino  da  Faenza,  e  cosi  li  potrai  scriver  ancor  tu  che  in- 
segna il  tutto  et  anco  il  P.  Lana  Gesuita  ha  scritto  di  questa 
materia  nel  suo  discorso  di  pittura.  £t  haverti  che  ne  colori 
che  difBcilmente  s'  asciugono  di  porvi  de  1'  olio  coto  et  anco  ver- 
derame,  come  nel  nero  fiimo  et  aspalto,  e  cosi  1'  azuro  di  Spagna 


participate  of  the  colour  of  the  priming  itself.  But  in  order  that  the  colours 
should  retain  their  brilliancy,  the  same  colour  should  be  repeated  several 
times  upon  the  first,  and  the  parts  should  be  more  charged  with  colour  than 
the  life ;  for  instance,  in  colouring  the  cheeks,  or  other  parts,  with  cinnabar 
and  lake,  they  should  be  made  a  little  more  rosy  than  the  natural  carnations, 
because,  after  a  time,  they  sink,  and  are  toned  down  to  their  natural  hue ; 
lA'ithout  this  precaution,  they  would  become  too  pale  and  dead/* — p.  158. 

In  Cap.  IV.  Lana  treats  of  the  different  methods  of  painting,  in  distem- 
per, in  oil,  and  fresco ;  also  of  miniature  painting,  painting  on  marble,  on 
silk,  tapestry,  mosaics,  and  metals. 

In  page  165,  he  observes  that,  *^  when  the  painting  is  finished,  some 
painters  are  accustomed  to  varnish  it,  in  order  that  the  work  may  be  more 
smooth  and  brilliant." 

He  then  mentions  an  invention  of  his  own  for  painting  on  glass,  and 
afterwards  treats  of  engraving. 

The  remainder  of  the  work  treats  of  other  inventions.  I  have  been  thus 
particular  in  detailing  the  technical  processes  described  in  this  Treatise, 
because  the  work  itself  is  rare ;  and,  as  it  treats  on  other  subjects,  it  is  not 
likely  to  form  part  of  the  library  of  a  painter.  Indeed,  it  is  so  little  known, 
that  the  scanty  notice  of  it  in  the  work  of  Volpato  is  the  only  reference  I 
have  ever  found  to  it ;  and  it  was  not  without  considerable  research  that 
I  at  last  ascertained,  that  the  Treatise  of  Padre  Lana,  on  Painting,  was 
contained  in  the  above-mentioned  work. 
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and  verdigris  with  the  colours  which  dry  slowly,  such  as  lamp 
black  and  asphaltonu  And  in  like  maimer  the  Spanish  blue^ 
should  be  distempered  as  sti£Sy  as  posdble  with  nut  oil.  The 
painters  make  it  flow  with  spirit  of  turpentine,  and  ultramarine 
with  naphtha. 

S.  How  do  you  varnish  with  the  white  of  egg? 

F.  I  apply  the  white  of  egg  upon  those  [pictures]  which  he 
finishes  without  having  varnished  the  abozzo,  and  which  he  com- 
pletes  by  merely  ^^  oiling  out "  and  then  retouching  until  finished^ 
and  on  the  others  I  apply  mastic  varnish.  I  beat  up  this  white 
of  egg  well  with  a  spoon,  agitating  it  till  it  flows  well  through  a 
rag,  and  adding  to  it  a  little  garlic  cut  small,  which  has  a  good 
efiect,  and  this  was  used  by  Canziani  on  his  paintings.  Your 
master  will  order  all  the  rest  that  you  may  have  to  do. 

S^  I  am  in  a  great  fright  and  do  not  know  what  course  to 
take;  the  other  day  I  let  a  canvas  fall  against  a  box,  and 
injured  it  so  much  that  there  is  a  large  lump  on  one  side ;  and 
what  makes  the  matter  worse  is,  that  my  master  is  going  to 
use  the  canvas  so  soon  that  I  shall  not  have  time  to  prepare 
another,  nor  can  I  get  any  canvas  of  that  size,  and  I  should 
not  like  my  master  to  know  it  and  be  vexed  about  it ;  what 
would  you  advise  me  to  do  ? 

F.  Are  the  threads  broken  ? 

S.  There  is  no  hole  in  it,  but  it  is  in  such  a  state  that  it 
cannot  be  used. 

F.  What  will  you  give  me  to  tell  you  how  to  set  it  to 
rights  ? 

S.  Whatever  you  please,  for  I  am  very  much  annoyed  at 
the  accident,  as  it  is  a  large  canvas  and  of  some  value. 

F.  We  will  share  the  reward  between  us,  for  I  wish  you 
only,  as  it  were,  to  change  wine  for  water. 

S.  Most  willingly ;  but  how  is  this  change  to  be  efiected? 


1  This  was  probably  the  "  azzurri  di  Spagna "  mentioned  by  Malvasia, 
Felsina  Pittrice,  Vol.  II.,  p.  349,  which  I  consider  (see  Art  of  Fresco 
Painting,  Int.,  p.  xlviii.)  to  be  the  native  Blue  Carbonate  of  Copper. 
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stemperalo  piii  sodo  che  si  pub  con  olio  di  noce,  li  pittori  lo 
fano  score  con  Tacqna  di  rasa,  e  1'  oltremarino  con  Y  olio  di 
sasso. 


S.  Dimi  come  le  dai  la  chiara  d'ovo  ? 

F.  Quelli  che  fomisce  senza  dar  vemice  sopra  1'  abozzo, 
che  solo  con  il  lavor  li  fomisce  e  con  Y  unger  li  ritocca,  a  queli  li 
do  la  chiara  d'  novo,  et  a  gl'  altri  la  vemice  di  maAtici ;  e  questa 
chiara  la  rompo  benissimo  con  un  guchiaro,  agitandola  fra 
pezza,  ponendovi  dentro  un  poco  d'  alio  tagliato  minuto,  che  fa 
beir  efietto,  e  cio  usava  il  Canziani  sopra  de  suoi  quadri  e  poi 
il  tuo  patrone  ti  ordinara  cio  che  devi  fare* 

S.  lo  son  molto  intricato,  ne  so  qual  partito  pigliare,  Y  altro 
giomo  e  cascata  una  tela  sopra  uno  scrigno,  et  e  sfondata  con 
un  rilevo  bestiale,  et  il  Patrone  la  deve  pore  in  opera  in  breve, 
che  non  ho  tempo  di  preparame  altra,  ne  di  quella  misura  non 
ne  trovo,  perche  non  vorrei  che  s'  acorgesse  e  ricever  qualche 
mortificazione,  cosa  mi  consigli  che  facia  ? 


F.  E  rota? 

S.  Non  e  forata,  ma  in  quel  modo  non  si  pub  adoperare. 

F,  Cosa  mi  voi  donare  che  t'  insegno  il  modo  di  agiu- 
starla? 

S.  Cib  che  voi,  perche  mi  preme ;  essendo  tela  grande  di 
qualche  consideratione. 

F,  Goderemo  insieme  il  mercato,  che  altro  non  voglio  da  te 
che  in  tal  guisa  contracambierai  vino  per  acqua. 

S.  Piu  che  volentieri,  ma  in  che  modo  farb  questo  cambio  ? 


2  Gio.  Batista  Canziani  was  a  native  of  Verona  and  pupil  of  Antonio 
Calza ;  he  flourished  about  1712.    Vide  Crespi,  Pittori  di  Bologna,  p.  189. 


L. 
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F,  Batlie  with  tepid  water  the  back  of  the  canvas,  and  it 
will  become  even. 

S,  I  am  very  much  obliged  to  you,  for  I  did  not  at  all  know 
what  to  do,  but  I  have  another  difficulty ;  my  master  has 
several  pictures  soiled  by  smoke,  and  has  told  me  to  wash  them, 
but  I  do  not  know  how. 

F,  It  must  be  some  trick  he  wishes  to  play  a  friend  or 
patron,  because  good  pictures  either  never  are  washed  or  the 
owners  perform  this  operation  themselves ;  and  it  is  not  merely 
a  mechanical  operation,  because  the  pictures  are  easily  spoiled, 
for  if  washed  too  much,  those  last  retouchings  which  are  the 
perfection  of  the  work  are  effaced,  and  I  have  seen  many 
paintings  spoiled  in  this  manner  by  ignorant  persons  who  know 
not  what  mischief  they  do.  And  I  have  even  seen  them  wash 
paintings  on  panel  and  on  canvas,  in  such  a  way  that  after  being 
washed  they  have  scaled  off,  because  the  gesso  underneath  was 
affected  by  the  moisture,  and  swelled ;  tlierefore  it  is  great  folly 
to  wash  good  paintings. 

S.  lio  not  understand,  or  know  anything  about  it. 

F.  Your  master  ought  to  know  this  himself. 

S.  But  how  should  I  wash  them  ? 

F.  Take  some  ashes,  which  have  been  sifted  very  fine  that 
there  may  not  be  any  pieces  of  charcoal  or  any  large  substances 
which  may  scratch  the  picture  ;  put  them  into  a  small  pipkin 
with  pure  water,  and  with  a  sponge  spread  them  all  over  the 
painting,  and  clean  it  by  moving  about  the  sponge  gently,  then 
wash  it  off  quickly  with  pure  water,  because  the  ashes  corrode 
the  colour.  Afterwards  wash  it  well  with  cleai-  water,  dry  it 
with  a  linen  cloth,  and  then  varnish  it  with  white  of  egg. 

S.  But  should  it  not  be  oiled  ? 

F.  No,  for  the  oil  is  not  good  on  pictures,  except  on  their 
backs  when  they  are  scaling  off,  as  I  have  told  you ;  and  in 
proof  of  this,  see  the  Saint  Peter  the  Martyr,  at  Venice,  who 
having  been  oiled  so  many  times  by  sacrilegious  blockheads 
who  have  copied  him,  is  so  spoiled  and  blackened,  that  there  is 
no  telling  what  sort  of  face  he  has,  and  yet  I  recollect  when  he 
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F.  Bagna  con  acqua  tiepida  dal  rovescio  dela  tela,  che  il 
servitio  sara  fato,  e  restera  ugualgiato. 

S,  Ti  ringratio  infinitamente,  perche  era  molto  intricato ;  ma 
un  altra  cosa,  il  mio  Patrone  ha  divers!  quadri  afdmicati,  m' 
ha  detto  che  vol  che  li  lavi,  io  non  so  come  fare. 

F,  Sara  qualche  stratio  per  agradir  qualche  suo  amico  o 
patrone  perche  qaadri  buoni,  o  che  non  si  lavono  mai,  overo 
che  lo  fano  loro,  e  non  e  cosa  da  manuali,  perche  si  possono 
guastar  facilmente,  che  con  il  lavarli  troppo  se  le  consiuna  qu^ 
ultimi  ritochi  che  sono  la  perfetione  de  1'  opera,  come  ne  ho 
veduti  tanti  cosi  guasti,  per  mezo  di  ignoranti  che  non  sano 
cib  che  fano.  E  di  piu  ho  yeduto  anco  lavar  quadri  in  tavola 
e  cosi  in  tela,  che  dopo  lavati  si  sono  scorzati,  perche  il  gesso  di 
sotto  risente  quelU  umido  e  si  rileva ;  e  percib  e  gran  pazzia 
lavar  quadri  buoni. 


S.  Non  me  ne  intendo,  ne  so  quel  che  sia. 

F.  Lo  deve  saper  lui. 

/&  Come  dovrb  fare  per  lavarli  ? 

F.  Prendi  un  poca  di  cenere  sedazata  sotilmente  acib  non  vi 
sii  carbone  o  materia  grossa  che  possa  raschiar  il  quadro, 
ponila  in  una  scudela  con  acqua  pura,  e  con  una  sponga  disten- 
dila  sopra  il  quadro,  e  leggermente  maneggia  la  sponga 
netandolo,  ma  fa  presto  a  levar  con  acqua  cliiara  la  sud^ 
cenere  per  che  rode  il  colore.  Lavato  bene  con  acqua  chiara, 
asciugala  con  un  drapo  di  lino,  et  asciuto  come  sij,  dali  la 
chiara  d'ovo. 

S>  Che  lo  ungessi  ? 

F,  Non  lo  fare,  che  1'  olio  non  fa  bene  a  quadri,  se  non  dal 
rovescio,  come  si  scorzano  come  ti  ho  detto,  e  che  cib  sia  vero, 
vedi  il  S.  Pietro  Martire  di  Venezia,  che  unto  tante  volte  da 
sacrilegi  e  sgratiati  che  lo  copiano  1'  hano  cosi  guasto  et  anerito 
che  non  si  vede  piu  che  facia  egli  abia ;  e  pur  a  miei  giomi  era 
bellissimo,  e  puoi  osservare  li  putini  che  essendo  alti  lontani  da 
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was  beautiful,  and  you  may  observe  the  children,  which  being 
above  the  reach  of  similar  influences,  are  in  excellent  preserva* 
tion,  therefore  these  blackguards  should  be  forbidden  to  copy 
such  excellent  works.  This  privilege  should  only  be  permitted 
to  those  who  have  a  proper  respect  for  pictures.  Do  you  wish 
me  to  tell  you  anything  else  ? 

S,  One  thing,  about  which  I  am  curious :  my  master  has 
made  me  grind  up  several  colours  with  pure  water,  and  tells 
me  he  wants  to  make  crayons  of  them  for  colouring  on  paper. 
What  are  these  crayons,  and  how  are  they  made  ? 

F.  You  will  see,  because  he  will  make  the  tints  with  the 
knife,  and  will  make  you  point  the  crayons  for  use.  But  in 
order  that  the  white  lead  and  the  powder  colours  may  adhere 
together,  he  will  tell  you  to  add  gum-water  to  them  to  make 
them  firm  so  that  they  may  be  used,  but  the  lamp  black  is 
formed  into  a  paste  with  the  '^  terra  da  bocali,"  and  dried  by 
the  fire,  and  is  sometimes  used  instead  of  charcoal  for  drawing. 

S.  How  is  charcoal  made  ? 

F.  An  iron  tube  is  provided,  the  pieces  of  wood  are  pressed 
tightly  into  this,  and  the  ends  of  the  tube  are  stopped  up  with 
ashes  that  the  smoke  may  not  escape,  and  when  the  tube  is 
red  hot  and  no  more  smoke  is  given  out,  the  charcoal  is  made ; 
the  whole  is  then  thrown  into  water. 

S.  What  sort  of  wood  is  used  ? 

F,  The  plum-tree  and  the  willow. 

S.  Why  is  the  tube  fastened  up  air-tight  ? 

F.  Because  if  the  wood  were  to  bum,  it  would  fall  to  ashes 
without  making  charcoal:  when  the  crayons  are  made  they 
are  anointed  with  common  oil,  so  that  when  used  the  marks 
may  not  be  cancelled.  Is  there  anything  else  you  wish  to 
know,  for  I  would  willingly  communicate  everything  to  you  ? 

5.  I  am  very  much  obliged  to  you,  and  I  think  I  want  no 
more  instructions  for  my  functions ;  if  I  have  any  difficulty 
I  will  consult  you.  It  is  now  time,  however,  for  you  to  go  to 
the  ^^  piazza,"  and  take  your  salad  for  supper ;  our  masters 
will  perhaps  come  home  late  this  evening. 


r 
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simili  influsi  sono  conservati  belissimi,  e  percib  si  dovrebbe 
yietare  a  questa  sorte  di  canagle  il  copiar  opere  si  fatte,  e  solo 
permeterlo  a  soggetti  che  portano  a  quadri  li  dovuti  rispetti. 
Desideri  saper  altro  da  me  ? 


S.  Una  curiosita.  II  mio  patrone  mi  ha  fatto  macinar 
divers!  colori  con  acquapura,  e  mi  dice  che  vol  far  delle  pastele 
per  colorir  sopra  le  carte.  Cosa  sono  queste  pastele  e  come 
si  fanno  ? 

F.  Lo  vederai  perche  fara  le  tinte  con  il  cortelo,  e  poi  ti  fara 
far  le  punte  a  te  per  adoperarli.  Ma  perche  la  biaca  e  qneli 
che  sono  in  polvere  stijno  saldi,  ti  fara  meter  un  poca  d' 
acqua  di  goma  a  cib  siino  salde  per  poterle  adoperare,  ma  il 
nero  fiimo  s'  impasta  con  terra  da  bocali,  e  si  seca  al  foco  e 
serve  anco  per  carbone  da  disegnare. 

S.  II  carbone  come  si  fa  ? 

F.  Si  piglia  una  cana  di  fero,  vi  si  pone  dentro  li  stechi  di 
legno  ben  serati,  si  atura  con  cenere  delle  parti  di  detta  cana 
essendo  posta  nel  focco  acib  il  fumo  non  esali,  e  come  la  cana 
e  infocata,  e  che  si  vede  che  non  esala  piu  fumo,  il  carbone  e 
fato,  s'  estingue  il  tutto  nel  acqua. 

S.  Che  sorte  di  legno  s'  adopera  ? 

F.  Si  piglia  il  susin,  ed  il  salice. 

S.  Perche  s'  atura  e  non  si  lascia  respirare  ? 

F.  Perche  ardendo  andarebbe  in  cenere,  ne  si  faria  carbone, 
qual  fatto  si  unge  con  olio  comune  acib  che  adoperato  non  si 
canceli.    Vedi  s'  altro  ti  occore,  che  ti  dirb  il  tutto  volontieri. 


S.  Ti  ringrazio  infinitamente,  che  per  la  mia  fontione  altro 
non  fa  bisogno,  e  se  ha  verb  qualche  difficolta  ti  verb  a  trovare. 
Fra  tanto  e  hora  che  vadi  alia  piazza  a  piglar  I'insalata  per  la 
cena,  li  nostri  patroni  forse  verano  tardi  questa  sera. 
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F.  Mine  is  not  gone  far.  They  will  come  home  at  the  usual 
time ;  but  before  you  go,  I  beg  you  will  take  a  glass  of  wine, 
come. 

S.  This  cellar  is  very  cool. 

F.  Take  this  wine  and  taste  it,  it  will  taste  as  if  it  were 
iced. 

jS^.  To  the  health  of  our  masters  I 

F.  To  theirs  and  to  our  own  I 

S.  Truly,  it  is  very  cool. 

F.  Now  I  will  taste  it,  in  confirmation  of  what  you  say. 

S.  I  will  take  another  glass. 

F.  Two  or  three,  if  you  like. 

S,  One  will  do  for  the  present 

F.  Take  it 

S.  And  with  this  I  will  drink  your  good  health. 

F.  May  you  long  continue  in  good  health. 


di  qoanl 
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PRELIMINARY  OBSERVATIONS. 

The  following  pages  are  copied  from  the  commence- 
ment of  a  MS^  preserved  in  the  Public  Library  at 
Brussels,  numbered  15,552,  written  in  1635  by  Pierre 
Le  Brun,  a  painter.  The  MS.  is  in  small  octavo,  the 
writing  extremely  small  and  difficult  to  read,  and  the 
ink  very  pale.  It  appears  to  have  been  intended  for 
publication,  as  it  contains  many  drawings.  The  part 
of  the  MS,  uncopied  treats  of  Sculpture,  Architecture, 
and  Perspective. 

It  appears  from  the  MS.  that  Pierre  Le  Brun  was 
contemporary  with  the  Carracci,  with  Rubens,  Laurens 
Dubry  the  Fleming,  and  Vouet;  and  the  scattered 
notices  he  has  given  relative  to  painting  in  oil  must  be 
considered  as  indications  of  the  practice  of  this  art  in 
France,  or  rather  at  Paris,  during  the  middle  of  the 
seventeenth  century.  The  manner  in  which  the  author 
speaks  of  contemporary  artists  shows  that  he  was  living 
at  Paris  when  the  MS.  was  written. 

The  object  of  the  author  in  writing  the  treatise  seems 
to  have  been  to  give  amateurs  such  a  knowledge  of  the 
mechanical  parts  of  the  art,  and  of  technical  terms,  as 
would  enable  them  to  speak  on  the  subject  of  painting 
with  propriety,  and  without  incurring  ridicule. 
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Id  the  first  chapter,  therefore,  he  describes  the  im- 
plements used  in  the  mechanical  part  of  the  art,  and 
then  recapitulates  a  number  of  technical  expressions, 
some  few  of  which  he  explains,  e^ecially  those  relating 
to  the  light  in  which  a  picture  should  be  viewed.  This 
part  of  the  work  bears  much  resemblance  to  the  Treatise 
of  Bulengerus,  De  Pictura,  Plastice,  et  Statuaria, 
lib.  ii.  cap.  ii.,  a  work  which  must  have  obtained  some 
reputation,  since  it  has  passed  through  three  editions, 
and  has  been  translated  into  English.^ 

The  author  then  treats  of  painting  in  distemper  and 
in  fresco;  and  he  cites,  as  authority  for  the  rules  he 
lays  down  for  fresco-painting.  Father  L'Ange  and 
Father  Antoine  the  Capuchin,  and  M.  Thierson,  a 
painter.  The  latter  he  mentions  frequently  in  the 
course  of  the  work. 

The  fourth  chapter  treats  of  painting  on  glass ;  and 
I  find,  by  comparing  this  chapter  with  the  second  part 
of  Le  Vieil's  "  Art  de  la  Peinture  sur  Verre,"  that  the 
method  described  in  the  MS.  was  that  which  was  gene- 
rally followed  in  France.  The  practice  of  the  art, 
therefore,  appears  to  have  changed  but  little  from  the 
time  of  Le  Brun  (1635)  to  the  date  of  the  work  of 
Le  Vieil,  1774. 

In  the  fifth  and  sixth  chapters,  Le  Brun  treats  of  the 
proportion  of  the  human  body  and  of  the  beauty  of  the 


1  The  first  Latin  edition  was  printed  at  Leyden  in  1621,  and  the  English 
translation  in  1657.  The  work  is  mentioned  in  the  letters  of  Rubens,  who 
merely  states  that  he  had  received  the  work,  but  had  not  had  time  to  read 
it.  It  appears  from  the  explanations  of  many  of  the  technical  terms  being 
in  French)  that  the  author  was  a  Frenchman.  His  name,  probably,  was 
Boulanger. 
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face,  and  in  tbe  seventh  he  teaches  the  nature  and  com- 
position of  colours.  He  describes  six  kinds  df  azure, 
the  first  of  which,  called  Cerulfee  or  "  Turchino,"  is  the 
azure  of  Pozzuoli,  of  Vitruvius,  and  the  smaltino  of  the 
Italians.  The  second,  formed  of  mercury,  sulphur, 
and  sal  ammoniac,  has  been  called  Venetian  azure. 
The  third,  which  is  called  "Ultramarine,"  is  said  to 
consist  of  calcined  silver,  aqua  fortis,  and  sal  ammo- 
niac. The  fourth  is  the  Carbonate  of  Copper,  men- 
tioned in  the  first  chapter  under  the  nanie  of  "  La 
Cendrfee."  The  fifth  is  Indico,  composed  of  the  scum 
of  woad,  starch,  &c. ;  and  the  sixth  is  the  true  Ultra- 
marine. 

The  eighth  chapter,  entitled  Secrets  in  Painting, 
consists  of  detached  hints  relative  to  the  technical  parts 
of  the  art.  From  these  it  appears  that  white  was  to  be 
excluded  from  shadows  (see  No.  1),  which  we  know 
was  in  accordance  with  the  precept  of  Rubens. 

In  No.  42,  Umber  and  Lake  are  mentioned  as 
forming  a  beautifiil  colour  for  shadows.  The  directions 
given  in  No.  7,  "  II  faut  fort  ombrer  en  esbauchant," 
and  the  reason  given  for  it,  "  cela  ayde  a  parachever 
avec  plus  grande  facilite,"  appear  to  me  to  recommend 
the  Flemish  practice  of  getting  in  the  subject  in  chiaro- 
scuro, after  which  it  was  necessary  merely  to  apply  the 
lights  and  local  colours,  leaving  the  deep  shadows  free 
from  solid  or  opaque  colour.  In  No.  10  it  is  recom- 
mended not  to  use  umber  in  the  grounds,  because  the 
colours  sink  into  it.  No.  19  shows  that  the  colour  of 
the  grounds  was  generally  of  a  yellow  colour,  the 
method  of  preparing  which  appears  to  be  described  in 
Chapter  I.      In  No.  32   a  process  is   mentioned  by 
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which  a  canvas  can  be  prepared  so  quickly  that  a  per- 
son may  paint  on  it  the  same  day.  The  author  also 
advises  the  use  of  mineral  colours,  which  were  to  be 
previously  ground  with  oil  (see  Cap.  I.),  and  recom- 
mends that  paintings  should  be  exposed  to  the  air. 
Nos.  23,  24,  and  25  describe  the  method  of  preparing 
both  drying  and  fat  oils,  which  were  to  be  used  for 
promoting  the  drying  of  certain  colours,  among  which 
we  find  white  lead,  which  is  not  usually  placed  among 
the  slow  dryers.  Ground  glass  and  verdigris  are  also 
said  to  be  mixed  with  colours  to  make  them  dry. 

The  method  of  applying  the  azure  in  powder,  de- 
scribed in  No.  39,  is  curious,  but  not  uncommon,  since 
it  is  mentioned  several  times  in  the  MS.  of  De  Mayerne^ 
in  the  British  Museum. 

No.  40  shows  that  even  so  late  as  1635  statues  or 
bassi  rilievi  were  painted  with  colours. 

In  order  to  preserve  pictures  from  dust  and  fly  marks, 
it  is  recommended  (No.  22)  to  wash  them  with  white 
of  egg,  and  the  reason  for  using  this  is  stated  to  be  that 
it  may  be  easily  washed  off  with  a  damp  sponge.  It  is 
added,  '*this  cannot  be  done  with  varnish.**  From  this 
then  it  appears  that  it  was  not  always  usual  to  varnish 
paintings  in  oil,  and  this  certainly  implies  that  they 
were  painted  with  a  vehicle  which  rendered  varnishing 
unnecessary ;  .  thus  affording  evidence  of  the  truth  of 
Vasari*s  statement  that  pictures  painted  in  the  manner 
of  Van  Eyck  did  not  require  varnishing. 

The  MS.  contains  no  directions  as  to  the  vehicle ;  it 
is  merely  stated  that  the  colours  were  to  be  ground  with 

.     »  See  Mr.  Eastlake's  *  Materials,'  &c.,  vol.  i.  p.  466,  456. 
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oil,  and  that  certain  colours  were  to  be  used  with  dry- 
ing oil,  in  order  to  make  them  more  siccative.  In  No, 
14,  Oil  of  "Camamine"  (Chamomile)  is  mentioned/ 
but  on  account  of  the  difficult}'  of  deciphering  the  MS., 
it  is  scarcely  possible  to  distinguish  whether  Le  Brun 
has  written  "  bonne  pour  peindre,"  or  "  bonne  pour 
prendre."  The  supposition,  coupled  with  the  conclusion 
of  the  sentence,  "  it  is  as  clear  as  rock  water,"  is  cer- 
tainly in  favour  of  the  first  reading,  whence  we  may 
suppose  that  oil  of  chamomile  was  used  to  dilute  the 
colours  in  the  same  manner  as  spirit  of  turpentine  is 
now  used. 

With  regard  to  the  varnishes  described  in  the  MS., 
it  will  be  observed  that  they  are  not  oleo-resinous.  The 
first  varnish  for  pictures  consists  of  mastic  and  "  huile 
de  sapin,"  which  appears  to  be  synonymous,  or  nearly 
so,  with  the  **olio  di  abezzo"  of  the  Italians.  The 
second  consisted  of  turpentine  liquefied  over  the  fire, 
thinned  with  oil  of  spike.  The  "  Vernis  Gros  "  ("  ver- 
nice  grossa"  of  the  Italians)  or  common  varnish  was 
made  of  turpentine,  oil  of  turpentine,  and  resin  melted 
together.  The  two  former,  at  least,  were  probably 
light-coloured  varnishes ;  the  colour  of  the  last  seems 
doubtful.  A  passage  in  Chapter  I.  (No.  16)  su^ests 
the  idea  of  a  high-coloured  varnish  having  been  used 
occasionally  "  to  lower  the  brilliancy  of  the  colours." 
This  may  have  been  a  relic  of  an  older  practice,  and 


1  The  distilled  oil  of  chamomile  (Oleum  Anthemidis)  is  sometimes  of  a 
blue  colour :  that  which  is  found  in  the  shops  is  generally  foreign,  of  a 
yellowish  or  brownish  yellow  colour,  and  becomes  viscid  by  age. — Brande's 
Dictionary,  &c. 
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appears  more  applicable  to  an  oleo-resinous  varnish  than 
ix)  one  of  those  described  in  the  MS. 

Chapter  IX.  teaches  how  to  speak  of  beautiful  paint- 
ings ;  and  Chapter  X.  is  an  account  of  the  greatest 
painters  in  the  world.  The  author  commences  this 
chapter  with  an  extract  from  Quintilian  (ch.  16,  1.  12), 
giving  a  brief  account  of  a  few  of  the  great  painters  of 
antiquity,  fie  then  speaks  of  the  modems,  among 
whom  he  mentions  Michael  Angelo  as  a  distinct  person 
from  Buonarotti.  From  the  painters  of  the  cinque- 
cento  he  passes  to  the  artists  who  were  contemporary 
with  him,  among  whom  he  enumerates  the  Carracci, 
Rubens,  and  Simon  Youet,  and  he  concludes  this  part 
of  the  work  with  observing  that  his  friend  M.  Thierson, 
to  whom  he  was  indebted  for  many  hints  for  his  work, 
^'is  also  a  very  clever  man/' 

Chapter  XI.  treats  of  the  various  methods  of  gilding, 
and  the  work  concludes  with  the  recipes  for  varnish 
before  mentioned. 
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ETC. 
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COLLECTION  OF  ESSAYS  ON  THE  WONDERS 

OF  PAINTING, 

By  PIERRE  LEBRUN,  PAINTER, 

1635. 


PREFACE  TO  THE  READER. 

When  Alexander  the  Great  visited  Apelles  the  Great,  and 
began  to  talk  of  colours  and  paintings,  the  apprentices  burst 
into  a  loud  laugh^  so  that  their  master  was  frightened  and 
ashamed  of  them,  and  whispered  to  Alexander,  saying,  "  Sire, 
I  entreat  you  will  not  speak  of  the  profession,  for  the  boys  who 
are  grinding  the  colours  are  bursting  with  laughter  at  the  mis- 
takes you  make :  you  are  good  for  conquering  worlds,  we  for 
representing  them  on  pictures ;  your  sword  and  our  pencils  in 
the  same  hand  do  not  agree,  and,  to  do  well,  every  one  should 
speak  of  his  own  trade,  otherwise  he  furnishes  a  subject  of 
laughter  to  the  whole  company."  Alexander  was  silent,  and 
laughed.  Reader— my  dear  friend,  I  desire  to  free  you  from 
this  annoyance,  and  from  the  fear  that  your  ignorance  should 
be  the  subject  of  derision,  when  you  speak  of  painting  on  a  flat 
surface,  one  of  the  most  noble  arts  of  the  world.  The  greatest 
deceiver  in  the  world  is  the  greatest  painter  of  the  universe  and 
the  most  excellent  workman ;  for,  to  tell  the  truth,  eminence  in 
this  art  consists  in  a  deception,  innocent,  and  fiill  of  enthusiasm 
and  divine  spirit.  Poets  have  their  inspirations  in  the  head, 
which  is  the  seat  of  the  poetic  nerve ;  painters  in  the  tips  of  the 
fingers,  and  in  the  flowing  point  of  the  pencil.  But  the  eye  must 
be  deceived,  or  the  picture  is  worth  nothing  ;  this  must  appear 
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KECUEUIL  DES  ESSAIES  DES  MERVEILLES 

DE  LA  PEINTURE, 

De  PIERRE  LEBRUN,  PEINTRE, 

1635. 


PREFACE  AU  LECTEUR  DE  LA  PEINTURE. 

QuAND  le  grand  Alexandre  visitant  Apelles  le  grand  voulut 

parler  des  couleurs  et  des  peintures,  les  Apprentis  esclatterent 

si  fort  de  rire  que  le  maistre  en  eust  peur  et  honte.    Sire  (dit- 

il  tout  bas)  ne  parlez  point  de  le  mestier  car  les  gar^ons  qui 

broient  les  couleurs  crevent  de  rire  vous  entendant  ainsi  be- 

gayes  :  vous  estes  bon  pour  conquerir  les  mondes,  et  nous  pour 

les  coucher  sur  nos  tableaux.     Vostre  espee  et  nos  pinceaux  ne 

s'accordent  pas  bien  en  une  mesme  main,  et  pour  bien  faire 

cbacun  doit  parler  de  son  mestier  autrement  on  appreste  a  rire 

a  toute  la  compagnie.  Alexandre  se  tent  et  se  print  a  rire.    Je 

desire  lecteur  mon  grand  amy,  vous  delivrer  de  ceste  peine,  et 

de  la  peur  qu'on  ne  se  gausse  de  vostre  niaiserie  quand  vous 

voudrez  parler  de  la  platte  peinture,  I'un  des  nobles  artifices 

du  monde,  le  plus  grand  trompeur  du  monde  c'est  le  meilleur 

peintre  de  Tunivers  et  le  plus  excellent  ouvrier,  car  a  vray  dire 

Teminence  de  le  mestier  ne  consiste  qu*en  une  tromperie  inno- 

cente  et  toute  pleine  d'entousiasme  et  de  divin  esprit,  les  poetes 

ont  leurs  inspirations  dans  la  teste  ou  est  la  nerve  poetique,  et 

les  peintres  au  fin  bout  des  doigts  et  a  la  pointe  scarante  du  pin- 

eeau.     Mais  faut  tromper  Toeil  ou  tout  n'y  vaut  rien  :  il  faut 

qu'on  croie  que  cela  est  creux  et  enfonce,  cela  enfle,  et  bour- 

souffle,  cecy  hors  d'oeuvres  et  qui  se  jette  entierement  hors  du 
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hollow  and  concave,  that  swollen  and  convex ;  this  appear  to 
project  and  stand  out  from  the  pictore,  that  must  appear  distant 
a  good  league  ;  this  of  a  prodi^ous  height,  that  perforated ; 
this  living  and  fiill  of  movement.  Let  the  horse  gallop  and  foam 
at  the  mouth  through  its  hard  breathing ;  let  the  dog  bark 
loudly ;  let  the  blood  flow  from  the  wound ;  let  the  clouds  really 
thunder  and  be  torn  to  pieces  by  frequent  flashes  of  lightning ; 
let  this  dying  man  appear  with  his  soul  issuing  from  his  lips  ; 
let  this  bird  tire  his  beak  by  pecking  at  the  grapes  \  let  the 
spectators  call  for  the  curtain  to  be  raised,  so  as  to  see  what  is 
behind ;  yet  there  is  no  reality  in  this,  for  the  surface  on  which 
the  objects  are  represented  is  flat,  and  truth  is  imitated  so  art- 
fully that  nature  appears  to  have  animated  the  picture  in  order 
to  assist  painting  to  deceive  us,  and  to  laugh  at  our  folly ; 
hence  it  is  that  one  painter  wrote  in  his  works  "  res  ipsa  " — it  is 
the  thing  itself,  not  the  imitation ;  and  another,  ^^ fecit  Apelles,^^ 
which  that  great  artist  wrote  on  three  works  in  which  he  sur- 
passed art,  nature,  and  himself;  on  the  others  he  wrote  "facie- 
bat,"  that  is  to  say,  "  A«  uxzs  doing  it.^'  He  would  not  finish  his 
designs  lest  he  should  make  Nature  blush,  for  she  had  already 
acknowledged  herself  conquered  by  genius  and  art, — not  like 
those  simpletons  who  were  such  fools  as  to  paint  an  ox  or  an 
ass  for  a  horse,  and  so  wretchedly  was  the  imitation  daubed, 
that  it  was  necessary  to  write  under  it  in  large  letters,  "  Gen- 
tlemen, this  is  an  ass  ;**  or,  "  Gentlemen,  this  is  an  ox ;"  but 
even  in  this  they  lied,  for  there  were  two  asses ;  he  [the 
painter]  was  the  first,  and  the  brute  he  had  painted  the  second. 
Therefore,  to  know  how  to  discourse  on  this  noble  profession, 
you  must  have  frequented  the  studio  and  disputed  with  the 
masters,  have  seen  the  magic  efiects  of  the  pencil,  and  the  un- 
erring judgment  with  which  the  details  are  worked  out  by  the 

of  the  wonders  of  nature  by  Bene  Francois, 
the  King's  preacher. 
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tableau,  cecy  esloigne  d*une  bonne  lieue,  cela  d'une  hautesse 

extreme,  cela  perce  k  jour,  cecy  tout  vif  et  plein  de  mouve- 

ment,  que  le  cheval  court  et  escume  a  force  de  souffler,  que  ce 

chien  jappe  vivement,  que  le  sang,  coule  de  la  plaie,  que  les 

nuees  tonnent  en  effet,  et  que  les  nuages  soient  toutdescousus 

a  force  d'esclaires  qu'on  voie  sortir  coup  sur  coup ;  que  cest 

homme  rende  I'esprit,  et  qu'on  voie  Tame  sur  ses  leuvres,  que 

les  oyseaux  bequettent  oes  raisins,  et  se  lassent  le  becque, 

qu'on  crie  haut  qu'il  tkat  osier  le  rideau  afin  de  voir  ce  qui  est 

cache,  cependant  il  n'y  a  rien  de  tout  cela,  car  tout  cela  est 

plat,  pris  bas  mort  et  contrefait  si  artistement  qu'il  semble  que 

la  nature  se  soit^couchee  la*dessus  pour  aider  la  peinture  a  nous 

tromper  finement  et  se  mocquer  de  nostre  bestise,  de  la  vient 

qu'un  deux  escrit  en  les  ouvrages  res  ipsa^  c'est  la  chose  meme 

non  pas  la  peinture,  et  I'autre  fecit  Apelles;  ce  qu'il  mit  en 

trois  pieces  ou  il  surmonta  I'art,  la  nature  et  soy-mesme,  aux 

autres  il  meiiaiXfaciebat^  c'est  a  dire  il  faisoit,  et  a  dessein  n'a 

point  vouluz  achever  de  peurde  fair  rougir  la  nature  qui  se  fut 

confessee  vaincue  par  I'esprit  et  par  I'art,  ce  n'est  pas  comme 

ees  badaux  qui  etaient  si  niai^  que  pour  peindre  un  cheval  ils 

faisoient  une  asne  ou  un  boeuf  et  encore  si  mal  fagotte  qu'il 

fitUoit  escrire  en  gros  cadeaux :  Messieurs  cecy  est  une  asne, 

cecy  est  un  boeuf,  encore  mentoient-ilz,  car  ilz  estoient  deux, 

luy  le  beau  premier,  et  celuy  qu'il  avoit  peint  Tautre ;  Pour 

scavoir  done  pairler  de-ce  noble  mestier,  il  faut  avoir  este  a  la 

boutique  dispute  avec  les  maistres,  veu  le  traint  de  pinceau,  et 

le  jugement  asseure  pour  esplucher  toute  chose  par  le  menu  } 

.  .  may  des  .    .    .  merveilles  de  nature  par  Rene  Franqois 

Predicat.  du  Roy. 

1  The  words  omitted  are  illegible  in  the  MS, 
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CHAPTER  I. 

OF  FLAT  PAINTING. 

1.  The  muUer  (that  is,  the  stone  with  which  the  colours  are 
ground)  must  be  of  flint  or  whetstone,  so  as  to  grind  the  colours 
on  the  porphyry  and  to  incorporate  them  better  with  the  oil. 
The  amassette  ^  is  of  horn,  and  with  this  the  colours  are  collected 
after  grinding,  and  spread  upon  the  stone. 

2.  The  scafibld  or  easel  of  the  painter  is  used  to  support  the 
paintings  for  working. 

3.  The  pencils  are  made  of  a  soft  kind  of  hair,  but  which  has 
sufficient  resistance  to  keep  itself  straight,  and  to  make  a  firm 
point  for  painting ;  the  hairs  of  bears  are  very  good,  so  are 
those  of  martens  and  similar  animals.  Small  brushes  made  of 
hogs'  or  pigp'  bristles  are  also  used,  and  pencils  of  fishes'  hair* 
for  softening. 

4.  The  pinceliere  is  a  vase  in  which  the  pencils  are  cleaned 
with  oil,  and  of  the  mixture  of  oil  and  dirty  colours  is  made  a 
grey  colour,  useful  for  certain  purposes,  such  as  to  lay  on  the 
first  coats,  or  to  prime  the  canvas.  The  pincelier  is  a  vase 
containing  oil,  in  which  the  pencils  are  placed  that  they  may 
not  dry. 

5.  A  palette  set  for  painting  flesh  colour  must  contain  terre 
verte,  cendre  verte  et  bleue,  brown  pink,  yellow  ochre,  vermi- 
lion, red  ochre,  lake,  umber,  bone  black,  and  charcoal  black, 
with  white  lead  in  the  middle. 

6.  The  painter's  palette  is  the  mother  of  all  colours ;  for, 
from  the  mixture  of  3  or  4  principal  colours,  his  pencil  will 
create,  and,  as  it  were,  cause  to  flourish  all  kinds  of  colours. 
They  say  to  set  a  palette  for  the  carnations  (that  is  to  say,  to 
make  the  flesh  colour),  with  green,  &c. ;  and  this  is  the  work 
of  the  boy.  The  principal  colours  are,  1st,  white  lead  (so 
called  because  it  is  found  in  lead  mines)  ;  2ndly,  fine  azure 

I  Amassette —instrument  with  which  the  colours  are  collected  and 
scraped  together  on  the  stone. 
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CHAPITRE   PREMIEU 

DE  LA  PLATTE  FEINTURK. 

1.  II  faut  que  la  monlette  soit*  de  eaillou  (c*est  a  dire  la 
pierre  a  broyer)  de  gre  ou  de  queux,  afin  de  mieux  broyer  les 
couleurs  sur  le  porphir  et  les  mieux  incorporer  avec  I'huile. 
Li*amassette  est  de  come,  et  amasse  la  couleur  broyee,  et 
eparse  sur  la  pierre. 

2.  L'Estodi,  I'eschafaux  ou  ehevallet  dti  peintre,  c^est  sur 
quoy  on  posse  les  tableaux  pour  travailler. 

3.  Les  pinceaux  sont  fait  d'un  poil  doux  toutefois  qu'il  ait 
line  r&istanee  pour  se  tenir  droit  et  faire  une  pointe  assez  ferme 
pour  peindre,  les  poils  d'ouris  [ours]  y  sont  tres  bons,  moustoil, 
foines  et  autres  semblables ;  on  se  sert  aussi  de  petite  bruis- 
sette  fait  de  soye  de  poureeau  (ou  cochon).  L'on  a  aussi  des 
pinceaux  fait  de  poil  de  poisson  pour  adoueir, 

4.  La  pinceliere  est  un  vase  ou  Ton  nestoie  les  pinceaux  avec 
I'huile,  et  de  ce  meslange  on  fait  un  gris  et  bon  a  cer- 
tains ouvrages  comme  a  faire  les  premieres  couches  ou  imprimer 
la  thoile.  Le  pincelier  est  un  vase  ou  Ton  met  tramper  les 
pinceaux  dans  de  I'huile,  de  peur  qu'il  ne  se  seichent 

5*  Une  pallette  de  carnation  est  du  verd  de  terre,  cendre 
verd  et  bleuse,  stil  de  grun  [grain],  ocre  jaune,  vermilion,  ocre 
rouge,  lac,  terre  d'ombre,  noir  dos  et  de  charbon,  avec  blanc 
de  plomb  au  milieu. 

6.  La  pallette  du  peintre  est  la  mere  de  toutes  les  couleurs, 
car  du  meslange  de  trms  ou  quatre  maistresse  couleurs,  son 
pinceau  fisdt  naistre  et  comme  fleurir  toutes  sortes  des  oouleurs, 
on  dit  preparer  utie  palette  de  carnation  (c'est  a  dire,  pour 
faire  la  chamure)  du  verd,  &c.  Et  c'est  I'ouvrage  du  gar^on. 
Les  meres  des  couleurs  sont  premierement  le  blanc  de  plomb 
(a  cause  qu'il  se  trouve  en  mine  de  plomb).     2  le  fin  azur  et 

2  Probably  seal's  fur. 
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and  ultramarine ;  3rdly,  Venetian  lake,  which  makes  a  most 
brilliant  flesh  colour  and  scarlet;  4thly,  Spanish  vermilion; 
5thly,  la  cendree  ;  6thly,  charcoal  black ;  7thly,  massicot^  which 
serves  for  the  fine  yellow ;  8thly,  "  verd  de  terre ;"  9thly, 
dragon's  blood;  and,  lOthly,  "la  roBette,"^  These  are  the 
florid  colours,  the  others  are  common. 

7.  The  canvases  are  covered  with  parchment  glue  or  flour 
paste  before  they  are  primed  with  potter *8  earth,  yellow  earth, 
or  ochre  ground  with  linseed  or  nut  oil.  The  priming  is  laid 
on  the  canvas  with  the  knife  or  amassette  to  render  it  smoother, 
and  this  is  the  work  of  the  boy. 

8.  To  take  the  portrait  of  a  person,  or  to  draw  from  the 
life.  Anciently,  the  art  did  not  extend  beyond  drawing  the 
outlines ;  in  later  times  the  outline  was  covered  with  a  single 
colour.  To  give  expression  and  character ;  to  open  the  mouth, 
the  eye  ;  to  give  a  smile ;  to  paint  the  soul,  the  character,  the 
passions,  &c. 

9.  To  paint  the  portrait  after  the  life,  to  leave  the  work  at 
the  discretion  of  the  pencil,  and  to  the  chance  of  the  hand ;  to 
heighten  and  relieve  the  colours,  i.  e.  to  give  the  colours  lustre 
and  light ;  item  to  varnish,  and  cover  with  varnish  to  produce 
lustre. 

10.  Outlines,  gestures,  symmetry,  proportions,  expressions, 
and  character,  give  renown  to  the  pencil,  and  are  the  principal 
points  to  be  aimed  at.  The  inner  part  is  easily  done ;  but  the 
outline,  the  finishing  touches,  and  the  roundings  off  of  the  differ- 
ent objects  are  difiScuIt. 

11.  To  shade  or  shadow  the  works,  put  in  the  darks  and 
shadows,  to  give  prominence  to  some  parts,  and  make  others 
recede,  and  to  throw  back  the  landscapes  to  a  still  greater 
distance,  and  compress  them  into  a  small  space.  The  light 
and  shade  should  be  intermixed  so  that  the  diversity  of  colour 
may  heighten  and  give  roundness  to  both. 

1  La  Rosette.     Sec  Chap.  VIT.  No.  11. 
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I'outreiuarin.  3^  la  lacque  de  Venise  qui  a  un  iBcarnat  et  une 
escarlatte  fort  vive,  4*.  le  yermilloii  d'Espagne.  5®.  la  cendree, 
6*  le  noir  de  charbon,  7®  le  massicot  qui  est  le  fiu  jauoe,  8®  le 
verd  de  terre,  9®  le  sang  de  dragon,  10*  la  rosette :  voila  les 
couleurs  gayes,  les  autressontrudes. 

7.  Les  toilles  s'encolles  avec  colle  de  parchemin  ou  de  fk^ 
rme  auparavant  que  les  imprimer  ;  ou  les  imprime  avec  terre 
de  potier,  terre  jaune  ou  ocre  broyes  avec  huille  de  noix  ou  de 
lin.  La  dite  imprimnre  se  couche  sur  les  toilles  avec  un  cous- 
teau  ou  avec  Tamassette  pour  les  rendres  plus  unie,  et  c'est 
Fouvrage  du  garden. 

8.  Pourtraire  et  enlever  au  vif  une  personne,  du  commence- 
ment on  ne  faisoit  que  porfiller,  puis  apres  on  couvrit  le  pourfil 
d*une  seule  couleur.  Donner  contenance,  sans  images  et  bonnes 
mines,  ouvrant  la  bouche,  I'oeil,  le  rire,  &c«,  peindre  Tesprit, 
les  moeurs,  les  passions,  &c. 

9.  Faire  le  pourtrait  au  naturel,  laisse  I'ouvrage  a  la  discre- 
tion du  pinceau  et  au  hasard  de  la  main,  rehausser  les  couleurs 
et  relever  Fouvrage,  c'est  donner  le  lustre  et  le  jour  aux  cou- 
leurs. item  vemisser  et  coucher  du  vernis  pour  faire  esclate, 

10.  Les  pourfils,  les  gestes,  les  simmetries  et  proportions,  et 
mines  et  bonnes  coutenances  sont  celles  qui  donnent  bruit  au 
pinceaux ;  et  le  point  principal  de  tout  c'est  cela.  Le  dedans  se 
fait  aisement,  mais  le  pourfil^  les  denuers  traits,  et  FarFondisse-' 
ment  de  la  besogne  est  mal  aisee. 

11.  Ombrer  ou  ombrager  les  ouvrages,  faire  des  nuite,  des 
ombjrages  pour  faire  esdatte,  les  autres  reculer,  les  paysages 
bien  loin  et  en  petit  volume.  L'ombragement  et  le  jour  s'es* 
tr^eslent  afin  que  la  diversite  des  couleurs  facent  rfehaiisser 
et  arondir  I'une  et  I'autre. 
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12.  Besides  the  light  and  the  shade,  there  is  the  half  light,* 
which  is  something  between  light  and  shade,  and  is  a  colour 
composed  of  a  mixture  of  the  two,  and  is  that  which  separates 
the  colours;  it  is  called  " dejettement,"  and  in  Greek  "ar- 
moge." 

13.  To  paint  landscapes  on  a  flat  ground  in  architecture,  in 
the  air,  and  as  if  among  the  clouds,  covering  but  a  small  sur- 
face of  canvas ;  the  ancients  had  two  sorts,  and  afterwards  three^ 
the  Ionic,  Sicyonic,  and  Attic.  To  make  figures,  flowers,  fancy 
subjects,  rivers,  to  raise  mountains,  and  tempests,  &c. 

14.  To  paint  landscapes,  grotesques,  arabesques,  rustic 
scenes,  fancies,  chimeras,  vignettes,  tufts  of  trees,  predpices, 
falls  of  water,  sea  pieces,  storms,  with  a  thousand  poetical  inven- 
tions of  the  kind. 

15.  To  paint  draperies,  and  clothe  the  figures,  that  is  to  say, 
to  dress  them  with  drapery,  always  using  more  than  one  colour, 
but  there  must  be  a  mixture  of  colours.  There  is  simple  dra- 
pery, and  there  is  drapery  damasked  and  embroidered  with 
historical  subjects ;  there  are  robes  tucked  up  and  with  folds, 
which  the  painters  cover  with  crape,  and  which  are  visible 
through  the  veil  and  the  transparent  gauze ;  others  which  are 
broken  with  shadows  in  order  to  lower  the  brilliancy  of  the 
colours. 

16.  To  lower  the  too  great  brilliancy  of  the  colours  with  var- 
nish, which  is  like  talc  or  crape  spread  over  the  painting  ;  to 
infuse  into  the  painting  the  soul,  the  affections^  the  conceptions 
of  genius  (the  inimitable  invention  of  Apelles),  in  fact  to 
paint  that  which  cannot  be  painted,  such  as  thunder,  lightning, 
the  voice,  the  breath,  &c.  To  lay  on  the  colours  with  clean- 
liness, with  harshness. 

17.  Ceruse  is  made  of  lead  and  vinegar ;  it  is  good  in  the 
flesh  colour  and  similar  things.     Burnt  ivory,  which  was  used 

1  Millin  gives  a  different  signification  to  this  term.  He  says,  that  in 
painting  a  picture,  it  is  said  to  be  in  a  false  light,  when  it  is  placed  in  an 
apartment  in  such  a  manner  that  the  natural  light  enters  on  the  side  oppo- 
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12.  Outre  le  jour  et  Tombragement,  il  y  a  encore  le  faux- 
jouTy  qui  tien  du  jour  et  de  Tombre  et  est  un  lustre  compose  des 
deux,  ce  qui  separe  les  couleiurs,  il  s'appelle  le  '^  dejettemans  " 
et  en  Grec  "  annoge." 

13.  Peindre  enpaysage,  a  fond  plat,  en  architecture,  en  I'air, 
et  comme  parmy  les  nuees,  peindre  en  petit  volume.  Les  auciens 
estoient  a  deux  sortes  et  puis  a  trois,  a  I'lonique,  a  la  Sycioni- 
enne,  eta  1' Attique.  Faire  les  personnages,  les  fantages,  les  fleurs, 
les  fantasies^  les  rivieres,  dresser  des  montagnes,  soulever  des 
tempetes,  &c. 

14.  Peindre  des  paysages,  des  grotesques,  arabesques,  la  rus- 
tique,des  fantasies^  et  des  chimeres,  vignettement,  touffe  de  bois, 
precipices,  chutes  d'eaux,  baricanes,  la  marine,  et  les  orages  et 
mille  gentillesses  et  inventions  poetiques  de  la  meme  taille. 

15.  Faire  la  draperie,  et  drapper  Fimage,  c'est  I'habiller  or 
en  drappant,  jamais  on  ne  met  une  seule  couleur ;  mais  il  y 
faut  du  meslange.  II  y  a  simple  drapperie ;  il  y  a  celle  qui  est 
damassee,  historiee  a  brodure,  les  robes  retroussees  et  les  replis 
puisures  {sic\  les  feintres  les  couvertes  de  crespe,  et  qui  percen 
le  voile  et  la  thoille  desliee^  les  autres  qui  sont  meurtries  avec 
les  ombrages  qui  rabattent  le  trop  grand  esclat. 


16.  Meurtrir  la  trop  grande  gayete  descouleurs  avec  vemix 
qui  semble  du  talc  ou  du  crespe  ou  de  lairs  espars  sur  le  ta- 
bleau ;  lame,  les  affections,  peindre  les  conceptions  d' esprit  sur 
le  tableau  (invention  d' Appellee  inimitable),  enfin  peindre  ce 
qui  ne  se  pent  peindre,  comme  les  tonnerres,  esclairs,  la  voix, 
la  respiration,  &c.  asseoir  les  couleurs  propremen,  estre  trop 
rude  a  charge  des  couleurs. 

17.  La  ceruse  se  fait  de  plomb  et  de  vinaigre  ;  elle  est  bonne 
pour  incarner  playe  et  chose  semblable ;  I'isvoire  bruslee  fait  un 


site  the  artificial  light  which  is  supposed  to  illuminate  the  objects  in  the 
painting.     Millin,  Diet,  des  Beaux  Arts. 
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by  Apelles,  is  a  most  excellent  blaek,  for  if  it  is  dissolved  in 
vinegar  and  dried  in  the  sun  it  cannot  be  effiLced.  There  are 
some  works  of  powerful  colouring,  others  feeble ;  the  latter,  after 
the  first  painting,  must  be  heightened  with  vigorous  colours^ 

18.  A  good  picture  should  possess  great  invention,  well 
observed  proportions,  pleasing  and  natural  colouring,  lively  flesh 
colour,  rich  drapery,  distant  landscape,  accurate  perspective^ 
and  tints  so  natural  that  the  eye  may  eaoly  be  deceived. 

19.  The  heightenings  are  produced  by  throwing  lights  upon 
them,  the  hollows  and  retiring  parts  are  produced  with  the 
shades,  and  thick  darkness  must  be  surrounded  with  light. 
Softening  is  that  tender  union  of  the  colours  by  which  one  colour 
is  almost  lost  in  the  other.  By  glazing  is  meant  the  last  thin 
coat  [of  transparent  colour]  which  softens  and  gives  brilliancy, 
by  glazing  the  white,  the  purple,  the  green,  the  yellow,  &c. 

20.  The  painting  should  be  placed  in  its  proper  l^ht  or  in 
a  full  light,  and  concerning  this  you  must  know  that  all  painting 
supposes  generally  that  the  light  comes  from  the  right  towards 
th6  left ;  the  false  light^  is  when  the  light  shines  from  left 
to  right,  and  in  this  case  all  the  shadows  are  on  the  opposite 
side.  Therefore,  to  place  a  painting  in  its  proper  light  is  to 
expose  it  to  tiie  light  whence  the  painter  supposes  the  light  to 
come,  turning  it  towards  the  window,  so  that  all  the  parts  may 
appear  as  if  hidden  behind  that  part  of  the  body  which  is  illu- 
minated. It  sometimes  happens  that  the  light  falls  from  above ; 
when  this  is  the  case  the  head,  face,  and  nose  are  highly  illumi- 
nated, and  the  rest  of  the  neck,  body,  and  person  do  not  par- 
ticipate in  the  light  except  in  a  few  places  where  stsreaks  or  rays 
of  light  fall  on  the  folds  and  other  parts  which  appear  to  swell 
and  project  out  of  the  work.  Again,  it  sometimes  happens  in 
the  opposite  manner,  when  the  light  shines  from  below,  and  in 

1  This  is  now  called  Faux  jour.  See  Millin,  Dictionnaire  des  Beaux 
Arts. 
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noir  excellent  dont  se  servoit  Apeles,  car  8*il  est  desmele  et 
deffaiten  rinaagre,  et  ars  au  soleil,  il  ne  se  peut  effacer.  D  y  a 
des  ouTrages  de  haulte  couleur,  d'autre  blaffarde,  mais  apres  la 
premiere  couche  il  faut  donner  la  charge  avec  quelques  couleurs 
vigoureuse. 

18.  Un  beau  tableau  doit  ayoir  riuTention  gaillarde,  les  pro- 
portions bien  gardees,  le  coloris  plaisant  et  naturel,  la  carnation 
yive,  la  drapperie  riche,  les  paysages  fort  esloigne,  la  perspec- 
tive bien  observ^,  la  teinte  si  naturelle  que  I'oeil  soit  aisement 
cbntrain  d'estre  trompe. 

19.  Les  rebauts  se  font  a  force  de  jour  qu'on  verse-  dessus, 
les  enfondremens,  les  creux,  les  rentremens,  se  font  avec  les 
ombres  et  les  nuicts  espaisses  ceint  de  jour  et  de  lumiere. 
L'adoucissement  se  &it  par  une  si  douce  liaison  des  couleurs 
qu'elle  se  perde  quasi  Tune  dans  I'autre,  glace,  c^est  mettre  les 
demiers  adoucissements  et  la  couche  demiere  delicate  qui  donne 
I'esclat  avec  le  blanc  glace,  ou  pourpre  glace,  verd  glace,  jaune 
glace,  &c. 

20.  La  peinture  se  doit  mettre  a  son  jour,  ou  estre  a  contre- 
jour ;  surquoy  il  faut  scavoir  que  tout  peindre  suppose  d'ordi- 
naire  que  le  jour  vienne  du  coste  droite  vers  le  gauche ;  le  con- 
trejour,  c'est  la  gauche  a  droicte,  alors  tous  les  ombrages  sent 
du  coste  oppose  done  le  jour  vient ;  de  fa9on  que  mettre  ime 
peinture  a  son  Jour,  c'est  la  toumer  vers  le  jour  que  le  peindre 
suppose  devoir  estre  le  jour,  a  la  toumer  vers  la  fenestre  en  telle 
fa^on  que  tout  les  membres  soient  comme  cachi^  derriere  la 
partie  du  corps  qui  est  enluminee.  II  advient  aussi  que  le  jour 
se  donne  d'en  bault,  et  a  Theure  la  teste,  le  visage,  le  nez,  sent 
fort  esclairez ;  et  le  reste  du  col,  du  corps,  et  de  la  personne  ne 
participes  point  du  jour  que  par  certains  esclairs  ou  filet  dejour 
qui  esclate  sur  les  replis  et  autres  parties  qui  sembles  s'enfler 
et  se  Jeter  hors  Touvrage.  II  y  en  a  au  contraire  qui  prennent  le 
jour  par  en  has,  et  se  doivent  mettre  bieu  hautes,  alors  les  pieds, 
genoi^K,  et  autres  parties  bien  eminentes  sont  fort  esclair<$es  le 
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this  case  the  figures  would  be  raised  very  high,  aad  the 
knees  and  other  prominent  parts  would  be  strongly  illi^ 
minated,  while  the  face  and  other  parts  would  be  half  eclipsed. 
The  light  must  therefore  always  be  suffered  to  enter  on 
the  side  whence  the  painter  supposes  it  to  shine,  that  is  to 
say,  the  shadows  must  nerer  appear  to  be  thrown  towards  the 
window. 

21.  In  a  painting  there  must  be  the  point  of  si^t^  the 
vanishing  point,  the  hollows  and  retirements  of  the  members,  the 
perspective,  the  receding  and  approaching  parts,  the  feints  and 
deceptions ;  there  is  even  the  movement  of  the  eyes,  which,  by 
a  miracle  of  the  pencil,  are  made  to  appear  to  be  looking 
everywhere,  which  they  never  do  in  nature ;  they  even  appear 
to  be  moved  by  the  eyelids ;  nothing  is  wanting  to  the  figures 
but  speech  and  life. 

22.  To  take  the  proper  light,  or  the  false  light,  that  is  to 
say,  the  side  fight  which  the  window  affords  the  painter ;  the 
feigned  light  fi'om  another  source,  like  the  light  on  the  angel 
in  the  Nativity ;  the  full  light,  when  the  light  shines  on  the 
front  of  the  whole  portrait,  and  in  this  case  there  is  no  shadow. 

23.  Foreshortening,  retreating,  or  retiring,  which  causes 
some  objects  to  appear  distant.  These  parts  must  be  painted 
tenderly,  that  is,  with  softness,  for  if  the  colours  were  too  strong 
the  objects  would  appear  too  near. 

24.  The  shadows  give  roundness,  the  colours  shade  and  give 
force  to  the  work.  The  false  light  which  appears  where  it  should 
not ;  a  concealed  light,  such  as  that  of  a  flambeau,  a  lamp. 

25.  Drapery.  To  cast  the  drapery  and  to  drape  the  figures, 
to  add  the  ornaments,  that  is  to  say,  to  imitate  the  embroidery, 
or  to  paint  vases  or  flowers  on  the  robes  which  are  of  gold  or  of 
"  dorage,"  that  is  to  say,  like  fine  gold ;  and  there  are  several 
sorts  of  "dorage,"  according  to  the  lightness  or  darkness  of  the 
colour. 

26.  To  represent  the  death  of  a  stag  or  other  animal.  To 
paint  a  landscape  you  must  begin  with  the  air,  i.  e.,  where  there 
are  no  clouds,  that  it  [the  landscape]  may  appear  nearer,  and 
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visage  et  autre  partie  sont  a  demy  esclipsez.  II  faat  done  tous- 
jours  donner  le  jour  du  coste  que  le  peintre  le  suppose  et  jamais 
le  contrejour,  c'est  k  dire  ne  toumer  jamais  les  ombrages  du 
coste  de  la  fenestre. 


21.  II  y  a  au  tableau  le  point  de  jour,  le  tiers  point,  les  en  • 
fbndremens,  rentremens  de  membres,  la  perspective,  les  esloigne- 
mens,  les  aproches,  les  fintes  et  tromperies ;  il  y  a  mesme  dii 
mouvement  des  yeux  par  un  miracle  du  pinceau  qui  fait  que 
I'ceil  regarde  de  toute  part,  ce  que  la  nature  ne  fit  onque;  mes- 
mes  avec  les  paupieres  on  fait  remuer  les  yeux,  il  ne  s'en  faut 
rien  que  les  images  ne  parlent  et  ne  soient  animees. 

22.  Prendre  le  droit  jour  ou  le  eontre  jour,  c'est  a  dire  le 
jour  du  coste  que  la  fenestre  le  donne  au  peintre ;  le  jour  feint 
qui  se  prend  d'ailleurs,  comme  a  la  nativite  la  clarte  de  Tange, 
un  jour  de  pleine  face  c'est  a  dire  qui  donne  a  tout  le  pourtrait 
un  jour  de  front ;  et  la  il  n'y  a  point  d'ombre. 

23.  A  racourcissement,  rentrement,  renfondrement,  pour  faire 
paroistre  la  peinture  loiug  il  faut  que  la  chose  soit  peinte  floue- 
ment,  c'est  a  dire  doucement,  car  si  elle  estoit  rude  et  non  pas 
floue,  elle  paroistroit  de  trop  pres. 

24.  Les  ombrages  font  dejetter  les  couleurs  ombrer  et  faire 
rude  labesongne,  faux-jour  qui  sefait  ou  il  nefaut  pas,  clarte 
desrobee  c'est  une  lampe,  flambeau,  &c. 

25.  Drapper,  faire  la  drapperie  et  faire  le  drap,  faire  I'en- 
richissement,  c'est  a  dire  feindre  la  broderie  ou  semer  des  cor- 
bettes,  c'est  a  dire  des  vases  ou  fleurs  sur  les  robbes  qui  se  font 
d'or,  ou  de  cirage  [dorage?],  c'est  a  dire  comme  de  Tor  fein; 
et  il  y  a  plusieurs  sortes  de  cirages  [dorages?]  selon  que  la 
couleur  est  plus  claire  ou  sombre. 

26.  Faire  un  atterassement  de  cerf  ou  autre  beste ;  pour  faire 
un  paysage  il  faut  commencer  a  peindre  I'air,  c'est  a  dire,  ou  il 
n'y  a  point  de  nuees,  afin  qu'il  paroisse  plus  pres  et  les  autres 
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the  rest  behind.    The  foreground,  that  is^  the  ground  which  sus- 
tains die  whole  work,  is  to  be  painted  with  forcible  colours. 

27.  To  paint  or  represent  a  dark  night  pierced  by  a  single 
ray  of  light ;  to  round  the  figure,  i. «.,  to  make  it  appear  in  re- 
lief, which  is  done  by  means  of  light  and  shade.  ^^  Derober  un 
jour,"  that  is,  to  represent  a  rising  or  setting  sun  in  a  corper, 
behind  a  mountain  or  something  similar,  which  gives  light  to 
the  whole. 

28.  There  are  different  kinds  of  light ;  the  ^'  jour  de  droit 
fil "  is,  when  the  light  comes  from  the  right  side ;  '^  jour  cache 
ou  derobe,"  as  when  the  sun  is  supposed  to  be  behind  a  moun- 
tain, not  yet  throwing  its  golden  rays  on  the  sarta/ce  of  the 
earth,  at  the  rising  of  Aurora,  or  when  she  has  opened  the 
gates  of  light  to  the  beautiful  son  of  Latona,  to  restore  the 
agreeable  day-light,  and  to  show  her  golden  wig  to  the 
habitants  of  this  low  universe,  and  this  is  called  "  jour  derobe." 
"  Jour  feint "  is  a  light  at  midnight,  as  in  the  Nativity  of  Our 
Lord ;  and  *^  £biux  jour  "  is  when  one  cannot  discern  whence 
the  light  proceeds. 

29.  Distance  of  the  works,  when  they  appear  distant,  the 
colours  being  faint.  Deception  is  the  perfection  of  the  art, 
deceiving  the  eye,  which  imagines  it  sees  what  in  &ct  it  sees 
not.  To  paint  with  black  and  white,  or  in  distemper,  or  with 
nut  oil,  which  is  the  usual  way,  and  the  best,  or  in  fresco. 

30.  To  work  with  crayons  or  charcoal,  to  sketch,  to  outline, 
to  make  the  first  design,  to  draw  a  rough  sketch,  to  put  on  the 
first  touches^  ta  make  the  rough  outline  with  crayon,  chalk, 
charcoal,  plumbago,  vermilion,  or  to  draw  on  the  paper  with  ink. 
To  sketch  the  first  thoughts  on  the  canvas,  then  at  leisure  to 
search  for  perfection  and  particularize  all  the  parts ;  to  draw 
the  subject,  to  rub  out  the  false  touches  of  the  rough  sketch ; 
the  ^'  maistre  traict"  still  remains  to  guide  the  sketched  work. 

31.  To  represent  a  full  fcu^e,  that  is,  all  the  face ;  thus — 
[Tliis  part  of  the  work  is  illustrated  with  drawings.] 

32.  To  paint  the  outline  or  profile,  i.  e,  the  half  or  gide  face, 
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derrieFe.  la  terrasse  est  fart  rude,  c'est  a  dire,  la  terre  qui  sou- 
tien  toute  I'ouvrage. 

27.  Peindre  ou  &ire  une  nuict  epaisse  trenchee  d'^un  petit 
filet  de  jour  desrobe :  arondir  la  figure,  e'est  a  dire  faire  qu'elle 
semble  de  relief,  et  qui  se  fait  par  le  jour  et  Tomln-age.  Des- 
rober  un  jour,  e'est  fiure  en  un  coin  derriere  une  montagne  ou 
autre  chose  un  soleil  qui  porte  le  jour,  qui  se  leve,  ou  qui  se 
couche, 

28.  II  y  a  dirers  sortes  de  jour ;  le  jour  de  droit  fil  c'est 
quand  on  le  faict  venir  du  coste  droict,  jour  cache  ou  desrob^ 
comme  par  supposition  que  le  soleil  fut  derriere  une  montagne, 
ne  jetant  encore  ses  rayons  dores  sur  la  surface  de  la  terre,  au 
lever  de  I'Aurore  ou  quand  elle  a  ouvert  les  portes  du  jour  a 
ce  beau  fils  de  Latone  pour  redonner  les  agreables  clartes  et 
faire  voir  sa  pemique  doree  aux  habitans  de  ce  has  univers,  et 
s'appele  jour  desrobe* 

Jour  feint  c'est  un  jour  en  plain  minuit,  comme  a  la  Nati- 
vite  de  Nostre  Seigneur,  et  faux-jour,  c'est  quand  on  ne  pent 
dicemer  de  quel  coste  il  vieiit. 

29.  Esloignement  des  ouvrages  quand  ils  semblent  loing, 
estant  flbuee ;  feindre,  c'est  le  haut  point  de  I'art,  trompant 
I'oeil  qui  croit  voir  ce  qu'il  ne  voit  pas.  Peindre  de  blanc  et 
noir,  ou  a  destrampe,  ou  a  huijle  de  noix,  qui  est  I'ordinaire  et 
la  meilleure,  ou  a  fresque. 

30.  Crayomier,  cfaarbonner,  gri£fonner,  porfiler;  jetter  la 
premiere  ordonnance,  figuer  grossement,  jetter  les  premiers 
traicts,  faire  le  griffonnement  avec  crayon,  craye,  charbon, 
mine  de  plomb,  vermilion  ou  figuer  sur  le  papier  avec  I'ancre, 
Jetter  des  premieres  pensees  sur  la  toile,  puis  a  loisir  en  recher- 
cher  la  perfection  et  particularisant  toutes  les  parties,  retirer 
la  chose  pourtraicte,  eflacer  les  faulx  traids  du  grifibnnement; 
le  maistre  traict  demeure  tout  jours  poxu*  guider  ia  besongne 
esbauchee. 

31.  Peindre  de  front  ou  en  face  ou  en  plain ;  c'est  tout  le 
visi^  ainsi. 

32.  Peindre  de  profil  ou  pourfil,  c'est  la  moictie. 
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33.  To  paint  back  views,  t.  e.  backwards,  when  only  the 
hinder  part  is  painted. 

34.  To  paint  with  glories,  as  they  paint  saints. 

35.  By  ^^  ordonnance"  and  design  are  meant  the  first 
toudies,  for  painting  refers  to  the  colours  which  are  applied 
upon  the  portrsdt.  The  size  of  the  picture  may  be  increased 
or  reduced  to  a  small  scale;  it  may  be  pricked  and  laid 
on  the  ground  and  outlines,  and  pounced  with  pounce.  The 
design  thus  executed  is  called  «  poncif,"  but  it  is  the  work  of 
the  apprentice. 

36.  The  colouring  is  very  fordble,  the  colours  well  ar- 
ranged ;  the  lights  disposed  in  their  proper  places ;  the  drapery 
well  cast ;  the  painter  has  a  good  touch,  i,  e,  he  paints  the  flesh 
well,  u  e.  the  flesh  colour  of  the  &ce,  hand,  and  foot,  for  the 
other  part  of  the  body  is  clothed. 

37.  Moresques  are  pendls  or  horns  drawn  round  a  paint* 
ing,  and  they  are  made  of  gold  on  a  ground  of  the  colour  of 
gold. 

38.  Grotesques,  in  addition  to  these,  contain  figures. 

39.  Arabesques  consist  of  foliage  and  flowers. 

39a.  Estampes  (engravings)  are  copper  plates.  The  word 
comes  from  estamper,  which  signifies  to  print  in  Italian. 

40.  Cartouches  are  almost  the  same  things,  except  that  the 
*'  quartouche"!  partakes  of  the  grotesque. 

41.  Terms  are  figures  which  are  placed  under  brackets 
or  cornices,  which  they  support  by  their  heads,  like  pilasters ; 
they  have  the  form  of  human  beings  down  to  the  waist,  the 
lower  part  being  shaped  into  columns  or  pillars. 

41a.  Busts  or  models  are  generally  half-figures ;  such,  ge- 
nerally, are  portraits. 

42.  Cameos  are  figures  composed  of  black  and  white  or  red, 
or  some  other  colour. 

43.  The  design  of  Michael  Angelo,  the  colouring  of  Raf- 


1  Cartouches  were  ornaments  of  painting,  sculpture,  &c.    They  repre- 
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33«.  Peindre  a  dos  c'est  tout  k  rebours,  quand  on  peint  le 
derriere  seulement. 

34.  Peindre  en  gloire,  comme  on  fait  les  saints  ou  saintes, 

35.  On  appelle  ordonnanee  et  dessein  ces  premiers  traits,  et 
pourtraire,  car  peindre  c'est  avec  les  couleurs  qui  surviennent 
dessus  le  pourtraict.  Si  on  vent  aggrandir  on  pent  reduire  le 
tout  au  petit  pied,  le  piquant  et  Tappliquant  sur  son  fonds,  et 
le  poncer  avec  la  ponce,  et  ce  dessein  ainsi  fait  se  nomme  le 
poncif,  mais  c'est  pour  les  apprentife. 

36.  Le  colons  est  fort  vif,  les  couleurs  bien  posees,  et  bien 
mises ;  les  rehauts  fait  bien  a  propos,  le  drap  bien  drappe,  le 
peintre  toucbe  bien  c'est  a  dire  fait  bien  la  carnation  du  nud, 
c'est  a  dire  de  la  face,  de  la  main,  du  pied,  car  le  reste  est 
habille. 

37.  Moresques  sont  des  pinceaux  et  des  comets  autour  d'un 
tableau  qui  se  font  d'or  sur  I'or  couleur. 

38.  Les  Grotesques  ont  de  plus  de  personnages. 

39.  Arabesques  sont  feuillages  et  fieurs. 

39  a.  Estampes  sont  tailles  douces :  ce  mot  vient  d'estamper, 
qui  signifie  imprimer  en  Italien. 

40.  Cuiyer  (?)  quarts  toifbhes  sont  quasi  les  mesmes  choses, 
sinon  que  le  quartouche  participe  de  la  grotesque. 

41.  Termes :  ce  sont  figures  que  I'on  mets  sous  trez  ou 
poultres,  ou  sous  comiches^  les  soutenans  de  la  teste  en  guisse 
de  pillastres  et  portent  visage  d'hommes  et  de  femmes  et  le 
corps  jusques  a  la  ceinture,  le  bas  estant  fait  en  forme  de 
colonne  et  pillier, 

41  a.  Bustes  ou  modeles  sont  figures  a  demy,  comme  on 
fsii  d'ordinaire  les  pourtraicts. 

42«  Camaieux,  ce  sont  figures  faites  de  blanc  et  noir  ou  de 
rouge  ou  de  quelqu'autre  couleur. 

43.  Le  profil  de  Michel-ange,  le  colons  de  Raphael,  I'inven- 

sented  scrolls  of  paper,  rolled  or  twisted.    Their  principal  use  was  for  in- 
scriptions.   The  word  "  cartouches  "  was  derived  from  **  charta." 
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faello,  the  invention  and  boldness  of  Parmigianino,  and  the 
night  scenes  of  Bassano  united,  would  present  to  an  artist  the 
beau  ideal  of  good  painters ;  they  constitute  the  four  elements 
<rf  a  perfect  painter. 


CHAPTER  II. 


PAINTING   IN  DISTEHFEJEL 


1.  For  painting  in  distemper  without  oil,  the  colours  must 
be  ground  with  water  or  glue ;  gum  is  used  for  illuminating 
and  giving  lustre  and  brilliancy  to  the  colours  which  are 
heightened  and  rendered  gay  by  the  gum ;  just  as  varnish  gives 
a  beauiiful  lustre  to  oil  paintings,  serving  as  gauze  and  talc  to 
defend  them  from  the  dust ;  and  as  crystal,  to  give  lustre  and 
light  to  that  which  seems  gloomy  and  eclipsed. 

2.  Painters  use  several  colours  in  finishing  the  pictures  and 
in  painting  in  gum,  oil,  or  water,  without  trituration,  grinding, 
&c.  We  shall  only  mention  in  this  place  those  which  are  used 
with  water,  viz.,  black  from  burnt  stag-horns,  Flanders  black, 
black  stone,  and  ink,  which  the  dark  tan  colours  approach 
very  nearly  in  colour,  and  from  wfiidi  the  paler  tawny  colours 
are  far  removed ;  dark  violet.  Indigo,  tumsol,  the  violet  from 
logwood  p],  distilled  and  boiled  in  vinegar ;  the  paste  which  is 
made  of  a  little  white  mixed  with  the  preceding  colour;  blue, 
which  has  several  degrees  of  price  and  vivacity,  that  which  is 
called  "  blanchette**  and  **mourante;"  light  blue  and  sky-* 
blue ;  brown-red,  common  pure  lake,  tlie  colour  of  armour, 
which  is  composed  of  this  lake  and  saffiron  mixed  with  urine ; 
gamboge  and  lake  made  from  [Brazil]  wood,  vermilion,  pure 
vermilion,  minium  as  common  as  blanchette  and  as  that  which 
is  called  "  rouge-blanc ;"  "  laque  blanchette  forte,"  with  or  with- 
out ceruse,  of  the  colour  of  flesh ;  the  carnations,  composed  of 
venmlion,  lake,  and  white ;  or  of  mimum,  vermilion,  and  white ; 
true  flesh-colour ;  the  colour  of  dead  flesh,  gamboge,  brown-pink, 
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ticHi  et  la  hardiesse  de  Parmesan,  et  lea  ntdcts  de  Bassan  font 
im  peiutre  Tidee  des  bona  peintres;  ce  saat  les  quatres 
elemens  d'un  parfait  peintre. 


CHAPITRE   SECOND. 

PEINDRE   A   DESTRAMPE. 

1.  Pour  travailler  en  destrampe  et  sans  huyle  il  &ut  broyer 
les  couleurs  avec  de  I'eau  ou  de  la  coUe,  la  gomme  sert  pour 
illuminer  et  donner  Tesclat  et  le  rayon  aux  couleurs  qui 
s'esveillent  et  se  rendent  gaies  a  la  faveur  de  la  gosme,  comme 
aussi  le  yemix  donne  un  beau  jour  aux  ouvrages  en  huyle,  leur 
servant  de  crespe  et  de  talc,  pour  le  garantir  de  poussiere,  et 
de  crystal  pour  donner  lustre  et  tirer  an  jour  ce  qui  semble 
mome  et  esclipse. 

2.  Les  peintres  se  serv^it  de  plusieurs  couleurs  pour  achever 
leurs  tableaux,  et  pour  peindre  ea  gomme,  en  huile,  et  a  I'eau^ 
saos  trituration  et  broyement,  ou  autrement.  Se  mete  seule- 
ment  icij  celles  dont  ils  usent  a  I'eau,  a  savoir,  le  noir  de  cerf 
bruslie,  de  flandre,  et  de  pierre  noir,  et  d'ancre,  dont  les  tannez 
bruns  approchent  de  bien  pres,  car  le  tannez  mourant  en  est 
plus  esloigne,  et  puis  ils  usent  du  violet  noir,  de  Finde,  du 
tournesol :  du  violet  de  bois  de  perse  distille  et  cuit  en  vinalgre, 
du  paste  qui  se  fait  d'un  peu  de  blanc  mesle  avec  le  precedent : 
de  Tazur  qui  a  plusieurs  degrez  de  prix  et  de  vivacite,  de  celui 
que  Ton  appele  blanchette  et  mourante,  du  bleu  blanc  et 
celeste,  du  rouge  brun,  de  la  laque  pure  commune,  de  la 
couleur  d'  armure  qui  se  compose  de  la  dite  laque  et  du  safran 
avec  r  urine,  de  la  gomme  goutte  et  de  la  Isueque  couleur  de 
bois,  du  vermilion,  du  vermilion  pure,  de  la  mine  tant  com-* 
mune  que  blanchette,  et  de  celle  que  Ton  appelle  rouge-blanc, 
de  la  lacque  blanchette  forte  avec  ou  sans  la  ceruse ;  (ie  la  couleur 
de  chair;  vermillonnee,  composee  de  vermilion,  de  kque,  et  de 
blanc  :  de  la  mine,  et  vermilion,  [et  ?]  blanc,  de  la  vraye  couleur 
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saflroD,  which  is  mixed  witli  massicot,  pale  yellow,  golden 
yellow,  brown  minium  and  *^  cendres,"  and  the  colour  of  dead 
leaves,  sap-green,  calcined  [vitriol  ?]  "  du  mourant ;"  sea-green 
and  "  du  gay,"  safiron,  green-yellow  made  from  the  berries  of 
the  buckthorn ;  distilled  verdigris  [?],  green-blue  and  mountain- 
blue,  terre  verte,  grey-brown,  grey  [made  of]  white  and  black, 
tumsol  and  wliite,  and  several  other  compositions ;  ceruse  and 
Venice  white,  white  lead,  and  chalk-white.  I  omit  several 
other  colours  which  are  distilled  and  obtained  from  minerals 
and  metals,  as  well  as  those  used  with  oil,  the  different  mix- 
tures of  which  would  fill  a  whole  book. 


3.  Indigo  mixed  with  orpiment  makes  a  beautiful  green  for 
distemper. 

4.  Orpiment  makes  a  beautiful  yellow,  and  is  good  for 
"  dorages." 

5.  The  shadows  are  composed  of  white  lead,  vermilion,  lake, 
umber  mixed  with  flesh  colour,  that  is  to  say,  with  divers  co- 
lours,— yellow  ochre,  ochre  de  ru,  that  is,  dark-coloured  ochre, 
massicot,  "  verde  doye,"  sea  green. 

6.  Gold  and  silver  of  Germany,  of  Flanders,  and  of  Paris, 
are  also  used  with  the  colours,  and  in  paintings  with  water 
colours ;  but  it  must  be  remarked,  that,  when  gold  is  to  be 
applied  on  wood,  iron,  or  copper,  it  must  first  have  two  coats  of 
white,  and  the  gold  must  be  polished  with  the  tooth  of  a  dog 
or  wolf ;  and  if  it  is  to  be  laid  on  an  oil  ground,  it  must  have 
one  coat  of  white,  two  of  red,  and  then  one  of  gold  colour : 
the  gold  is  laid  on  this.  As  to  the  gold  leaf,  it  is  applied 
with  a  pencil  of  badger's  hair,  and  with  the  cotton. 

7.  Illuminating  is  working  on  vellum  with  white  of  egg  or 
gum  to  distemper  the  colours,  and  in  painting  on  them,  pow- 
dered gold  (not  leaf  gold)  must  be  used,  and  "  azur  d' Acre," 
that  is  to  say,  the  finest  which  is  brought  with  gold  from  the 
mines ;  this  is  ultramarine,  and  is  brought  from  Spain  and  the 
Indies. 
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de  chair,  de  la  cotileur  de  chair  morte,  de  la  gomme  goutte» 
de  la  graine  d'avignon,  du  saffian  que  fon  mesle  avec  le 
massicot,  du  jaune  pasle  et  du  dore,  du  minium  brun  et 
cendre  et  de  la  feuille  mort6,  du  yerd  d^  vessie,  du  calcine,  du 
mourant,  du  rerd  de  mer  et  du  gay,  du  safrans,  du  verd  jaune 
du  compose  avec  la  graine  d'avignon:  du  distille,  du  verd 
bleu  et  de  montagne,  du  yerd  de  terre ;  du  grisz  brun,  du  gris 
blanc  et  noir,  du  tournesol  et  blanc,  et  de  plusieurs  autres 
composes :  du  blanc  de  ceruse  et  de  yenise,  du  blanc  de  plomb, 
et  du  blanc  de  craye.  Je  laisse  plusieurs  autres  couleurs  qui 
sont  distillees,  et  que  Ton  tife  des  mineraux  et  des  metaux,  et 
toutes  celles  qui  sont  a  huylie,  dont  les  differentes  compositions 
meritent  un  liyre  entier. 

3.  Uinde,  mesl^e  ayec  de  1'  orpin,  fait  un  tres  beau  yerd 
en  destrampe. 

4.  L*orpin  fait  de  tres  beau  jaune,  et  est  bon  a  faire  des 
drages  [dorages  ?]. 

5.  Blanc  de  plomb,  yermillon,  lacque,  la  terre  d'ombre  pour 
&ire  les  ombrages  mesle  la  carnation  c'est  a  dire  de  diyerses 
couleurs,  Tocre  jaune,  Tocre  dru  [de  rue]  c'est  a  dire  plus 
brun,  massicot,  yerd  doye,  yerd  de  mer. 

6.  L'on  use  aussi  de  Tor  et  de  I'argent  d'allemagne,  de  flan- 
dres,  et  de  Paris  dans  les  couleurs  et  peintures  a  I'eau,  mais  il 
£sLut  remarquer  que  Tor  s'applique  tellement  sur  le  bois,  sur  le 
fer,  et  sur  le  cuiyre,  qu'il  fiiut  premierement  mettre  deux 
couches  de  blanc  sur  le  bois,  et  qu'il  faut  poUir  Tor  ayec  le 
dent  de  chien  ou  de  loup :  et  si  on  le  couche  en  huile  il  faut 
mettre  une  couche  de  blanc,  deux  de  rouge,  et  puis  Tor  de  cou- 
leur  sur  lequel  on  met  I'or ;  quant  a  For  en  feuille,  on  Tapplique 
ayec  le  pinceau  fait  de  poil  de  blereau  et  ayec  le  coton. 

7.  Enluminer  c'est  trayailler  sur  du  yelin  ayec  du  blanc  d'oBuf 
qui  destrampe  les  couleurs  ou  de  la  gomme,  puis  on  point  ayec 
de  Tor  moulu  (non  pas  en  feuille)  et  azur  d' Acre  c'est  a  dire  le 
plus  fin  qui  yient  ayec  Tor  dans  la  carriere  c'est  I'outremarin, 

on  Tapporte  d'Espagne,^  ou  des  Indes. 

'  ■  ■'  I II  ■  I II I  ■  1. 1 I  I II i.i.i.   .  »■■  ,111    I  ■  II 

1  Pacheco,  whose  work  was  published  only  six  years  after  the  date  of 
VOL.  II.  2  H 
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CHAPTER  in. 


FRESCO  PAINTING. 


Fresco  painting  i»  the  art  of  painting  on  the  wall  while  tbe 
first  coats  [of  plaster]  are  still  damp,  that  the  colours  may  he 
ahsorbed  and  penetrate  into  them.  It  is  generally  executed  ia 
distemper,  and  lasts  twice  as  long  as  any  other  kind  of  paint- 
ing. If  the  following  conditions  ^  are  observed,  it  will  with- 
stand all  weathers. 

First.  If  the  wall  has  not  been  plastered,  you  must  apply 
three  coats  or  beds  composed  of  sand  and  old  lime,  the  older 
the  better.  The  first  coat  must  be  of  coarse  river  sand, 
passed  through  a  coarse  sieve,  and  old  lime,  as  we  have  said 
before,— 7  parts  of  sand  and  1  of  lime. 

The  second  coat  must  be  of  the  same  material,  except  that 
the  sand  should  be  finer,  and  the  lime  in  less  quantity,  that  j» 
to  say,  the  sand  must  be  passed  through  a  finer  sieve.  Dis- 
temper with  milk  of  lime,  which  is  made  by  putting  old  lime 
in  a  vessel  with  water,  to  reduce  it  as  it  were  to  a  milk  and 
clear  broth. 

'  The  third  coat  must  be  composed  of  the  same  material,  al- 
ways diminishing  the  quantity  of  lime,  and  using  sand  of  fine 
quality. 

The  three  first  coats  should  be  whitened  with  the  same  milk 
[of  lime] :  in  working,  the  tool  must  be  passed  from  right  to 
left,  and  afterwards  from  top  to  bottom,  that  all  the  holes  may 
be  filled;  it  must  then  be  left  a  short  time  before  woridng. 
on  it. 

If  the. wall  has  already  been  fresh  plastered,  it  will  require 
but  two  beds  or  coats. 

The  penciU  are  made  with  tolerably  coarse  hogs'  bristles. 

this  MS.,  says,  p.  391,  that  Ultramarine  was  not  used  by  the  Spanish 
paintera  on  account  of  the  expense.  The  azure  sent  from  Spain  to  Flanders 
or  France,  therefore,  may  have  been  the  native  blue  carbonate  of  copper. 
In  the  Bolognese  MS.  it  is  identified  with  Azzurro-della  Magna^  which  baa 
been  proved  to  be  the  native  blue  carbonate  .of  copper. 
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CHAPITRE  TROIS. 

POUR  PEINDRE  A  FRESQUE. 

Peikbrb  k  fresqne  ou  a  frais,  c'est  traTailler  sur  Taparoir  les 
couches  premieres  encore  toutes  fraisches  afin  que  les  couleurs 
smUbent  et  penetrait  au  dedans,  et  se  fait  d'ordinaire  en  des- 
trampe,  et  s'y  dure  deux  fois  autant  que  d  autre-  Ceste  pem- 
ture  tien  bcm  centre  tout  temps. 

Premier. — Si  le  mur  tfest  crespy  nij  reduit,  faut  faire  trois 
couches  ou  lict  avec  sable  ou  chaux  vielle,  tant  phis  vielle  elle 
est  et  taut  mieux  yaut.  La  premiere  couche  sera  de  gros  sable 
de  riviere,  grossierement  passe,  et  de  chaux  vielle,  comme  dit 
est,  les  sept  pars  sable  et  la  huitiesme  chaux. 

Le  second  lict  sera  de  la  mesme  matiere,  sinon  que  le  sable 
sera  plus  delies,  et  la  chaux  en  mcnndre  quantite,  c*est-a-dire 
le  sable  plus  menu  passe  destrampe  dans  du  lait  de  chaux, 
lequel  se  fait  en  mettant  dans  un  pot  de  la  chaux  vielle  et  de 
Teau,  pour  la  reduire  en  laict  et  claire  bouillye. 

Le  troisieme  lict  sera  encore  compose  de  la  mesme  matiere, 
^iminuant  toutjours  la  quantite  de  la  chaux  et  affinant  le  Bable. 

Les  trois  couches  premieres  seront  blandiies  du  mesme  laict, 
en  tirant  de  gauche  a  droicte,  et  puis  apres  de  hault-a-bas,  afin 
que  tous  les  trous  se  remplissent,  et  fait  on  les  laisse  un  peu  re- 
poser  pour  y  travailler. 

Sy  le  mur  est  ja  recrespy,  il  n*y  sera  besoin  que  deux  lict  et 
couches. 

Les  pinceaux  sont  fait  de  soye  de  pourceau^  et  assez  grossierst. 

1  This  is  the  method  of  Father  L'Aage  and  P.  Antoine,  the  Capuchin. 
M.  Thierson  adopts  the  same  roethod^as  he  himself  informed  me. — Margi- 
nal note  by  Auihor. 

2h  2 
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The  colours  are  lime  white  and  charcoal  black  (any  Knd  of 
charcoal  will  do),  and  black  stone,  the  one  being  blacker  and 
the  other  browner,  which  last  serves  for  the  shadows. 

This  painting  is  done  in  distemper  without  oil,  and  the  co- 
lours are  clear  and  liquid  as  fluid  ink. 

The  painting  is  executed  while  the  above  mentioned  coats 
are  still  damp,  by  which  the  colours  penetrate  and  are  ab- 
sorbed. 

If  the  beds  or  coats  should  dry  before  the  work  is  finished, 
they  may  be  moistened  by  throwing  over  them  three  or  four 
jugs  of  water. 

The  niches  in  which  the  figures  are  painted  are  generally 
red. 

Under  the  beams  may  be  placed  "  terms  "  or  figures  of  the 
natural  height,  sustaining  the  beams  with  their  hands  and  heads ; 
these  figures  are  generally  painted  red. 

This  kind  of  painting  lasts  nine  or  ten  limes  longer  than 
any  other  kind,  and  the  more  it  is  exposed  to  the  rain  the 
better  it  lasts. 

The  ancients  used  to  practise  this  kind  of  painting  very 
much,  and  the  Italians  still  do  so.  In  the  ruins  of  ancient 
Rome  some  beautiful  examples  of  it  are  found,  which  testify 
its  durability. 

When  it  is  wished  to  represent  a  person,  or  some  other 
figure,  previous  to  laying  on  the  coats  of  lime  and  sand,  the 
design  is  to  be  drawn  with  charcoal  or  black  earth,  on  several 
large  sheets  of  paper  glued  together.  The  design  having  been 
drawn  with  charcoal  made  of  the  spindle  tree,  or  of  black  chalk, 
the  coats  [of  lime  and  sand]  are  then  to  be  applied,  and  while 
these  are  still  wet  the  niches  and  borders  are  drawn.  When 
this  is  done,  the  paper  containing  the  design  is  applied,  and 
the  principal  lines  having  been  pricked  with  a  pin  on  to  the 
niche,  the  designs  are  rubbed  with  the  feathers  of  turkeys,  op 
of  some  other  bird.  When  the  design  is  removed,  the  person 
or  figure  which  was  on  it  is  found  impressed  on  the  plaster. 


f^ 
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Les  couleurs  sont,  scavoir,  le  blanc  de  la  chaux,  et  le  noir  de 
charboD,  il  n'importe  de  quel  bois  et  de  pierre  noire,  Tun 
estant  plus  noir  et  Tautre  plus  brun,  ce  qui  sert  a  faire  les 
ombraged.  . 

Ceste  peinture  se  fait  a  destrampe  sans  huile,  et  sont  les 
eouleurs  assez  claires  et  liquides  comme  de  lancre  coulante. 

La  peinture  se  fait  sur  les  dites  couches  encore  fraisches  par 
le  moyen  de  quoy  les  couleurs  s'imbibent  et  penetres  au 
dedans. 

Que  si  les  couches  et  licts  yenaient  a  se  seicher  auparavant 
la  perfection  de  I'ouvrage,  on  les  rafraichit  en  jettant  dessus 
trois  ou  quatre  potees  d'eau. 

Les  niches  dans  lesquels  on  point  les  personnages  sont  ordi- 
nairement  rouge. 

Soulzles  taz  et  poultres  on  y  pent  mettre  des  termes  ou  per- 
sonnages de  haulteur  naturel  soutenant  a  deux  mains  et  de  la 
teste  les  dites  poultres ;  et  sont  ordinairement  de  rouge. 

La  dite  peinture  dure  neuf  ou  dix  fois  plus  que  I'autre,  et 
tant  plus  elle  est  bastie  des  eaux  pluvialles  taut  mieux  vault. 

.  Les  anciens  se  servoient  fort  de  ceste  peinture,  et  encore  au- 
jourdhuy  les  Italiens,  il  se  rencontre  dans  les  anciennes  ruines 
de  Rome  des  pieces  de  ceste  peinture  encore  fort  belles  qui 
tesmoignent  sa  duree. 

Lorsquel'on  veult  representor  un  personnage  ou  quelque 
autre  figure,  on  en  fait  le  dessein  auparayant  que  faire  les  dites 
couches,  sur  plusieurs  grandes  feuilles  de  papier  coUee  en- 
semble. Ce  diet  dessein  fait  de  noir  de  charbon  de  fdsain  ou 
pierre  noir,  puis  on  fait  les  couches  et  icelles  estant  fraisches 
on  y  fait  les  niches  et  les  bordures  et  filets,  cela  estant  fait  on 
applique  le  papier  portant  le  dessein  piquette  et  perce  avec  une 
espingle  de  principaux  traicts  dans  la  niche,  puis  avec  plumes 
de  coq  d'Inde  oisaux  ou  aultre  on  frotte  le  dit  dessein,  lequel 
estant  oste,  le  personnage  ou  la  figure  portee  en  icelluy  se  trouve 
imprimee  sur  les  couches 
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The  back  of  the  deagn  is  applied  against  ifie  said  fi^sh 
plaster  ',  and,  as  only  the  principal  lines  are  marked,  the  de* 
sign  is  fixed  upon  boards  near  the  painter,  that  he  may 
imitate  it  in  finishing,  perfecting,  and  shading  the  pierced 
drawing. 

Gypsum  is  of  no  use  for  making  the  plaster,  for  it  swells  and 
decays  when  exposed  to  the  rain. 


CHAPTEE  IV. 

PEINTURE  d'aPREST — (PAINTING  ON  GLASS). 

A  ^^  BEL  aprest'*  is  a  painting  executed  on  glass,  baked  and 
re-baked  in  the  fire  with  colours  that  can  stand  the  fire,  such 
as  the  mineral  colours. 

1.  To  make  good  black  for  drawing  the  outlines  on  the 
pieces  of  glass,  you  must  take  equal  parts  of  clean  scales  of 
iron  and  rocaille  ;^  grind  them  on  a  plate  of  copper  for  five 
hours  with  a  little  urine. 

2.  You  must  provide  some  crow-quills  for  writing*  and  for 
drawing  on  the  glass,  for  they  are  more  delicate  and  firm  than 
other  quills. 

3.  You  must  draw  the  figures  as  delicately  as  possible, 
keeping  them  very  clean ;  and  whilst  drawing  them,  be^M 
not  to  touch  the  surface  of  the  glass  with  the  fingers,'  for  that 
would  injure  it,  but  you  must  take  the  glass  by  the  edges,  and 
then  leave  it  to  dry. 

4.  The  glass  being  dry,  you  must  have  a  pencil  with  a  brush 
at  each  end,  which  is  used  for  washing  and  shading  the 
figures. 

5.  The  colours  are  to  be  applied  smoothly  on  the  figures 
which  have  been  previously  drawn ;  and  when  they  are  dry 


1  Rocdlle—The  white  glass  or  flax  to  which  diflerent  minerals  were 
added  for  the  composition  of  the  various  coloured  glasses  used  for  painting. 
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^  Le  do8  du  dessein  s'applique  conire  lea  dites  coudies  fraiches ; 
ety  d'aultant  qu'il  n'y  a  que  les  principaux  traicts  de  ponces,  on 
met  le  diet  dessein  dessus  une  esse  [ais]  pres  de  soy  pour 
I'imiter  en  ragreant,  perfectionnant,  et  baillant  les  ombrages 
au  poncif. 

Le  piastre  ne  yaut  rien  a  fSaire  les  couches,  d'aultant  qu'il 
renfle  et  se  pourrit  a  la  pluie. 


CHAPITRE  IV. 


FOUR  TRAVAILLER  d'aPREST. 


Un  bel  aprest  c'est  une  peinture  faite  sur  le  verre  cuite  et  re- 
cuite  au  feu  avec  des  couleurs  qui  puissent  soufirir  le  feu  comme 
sont  les  mineralles. 

1.  Pour  £sdre  son  noir  pour  retirer  les  oualles,  il  faut  prendre 
des  escailles  de  fer  des  plus  nettes  et  de  la  rocaille,  autant  de 
Tun  que  de  Fautre ;  et  les  broyer  Tespaoe  de  cinq  heures  sur  tme 
platine  de  cuivre  avec  un  pen  d'hurine. 

2.  H  faut  avoir  des  plumes  de  corbeau  pour  escrire  et 
retirer  les  oualles,  car  elle  sont  plus  delicate  et  ferme  que 
d'autre. 

3.  II  faut  retirer  des  figures  le  plus  delicattemeot  que  Ton 
pent,  et  les  tenir  tousjours  nettes ;  et  en  les  maniant,  ne  mettre 
jamais  les  doigts  dessus,  car  cela  y  nuict,  mais  il  les  faut  prendre 
par  les  costes,  puis  il  les  faut  laisser  seicher. 

4.  Les  oualles  estant  seiches,  on  a  un  pinceau  emanche  par 
les  deux  boutz,  duquel  on  se  sert  poinr  laver  ses  figures  et  leur 
donner  les  ombrages. 

5.  L'on  couche  les  couleurs  tout  unie  sur  les  figures  qu'on 
a  retires  auparavant,  puis  quand  elles  sont  seiches  on  a  un  pin- 


Le  Vieil  says  the  best  kind  of  rocaille  was  brcmght  from  Venice.  See  Le 
Vieil,  "  L'Art  de  la  Peinture  sur  Verre,"  p.  106. 

^  To  write  on  glass— the  technical  expression  for  painting  on  glass. 

3  Le  Vieil  says  that  during  the  drawing,  the  glass  should  be  covered  with 
sx  sheet  of  white  paper. 


794  BRUSSELS  MANUSCRIPT. 

you  muBt  take  a  very  hard  pencil  of  hogs'  bristles,  vith  winch 
the  figures  are  scratched  where  lights  are  required,  so  as  to 
remove  the  colour  and  leave  the  glass  white. 

6.  Observe,  that  the  under  layer  of  colours  must  be  dry  be- 
fore laying  on  more  colour. 

7.  The  secret  of  this  kind  of  painting  consists  in  making  the 
black  properly.  It  is  said  the  addition  of  a  little  urine  does 
everything  when  it  is  neither  in  too  great  nor  too  small  quan- 
tity. 

8.  The  figures  are  to  be  much  softened  (or  shaded)  with  grey 
before  colouring  them^  then  the  colours  are  glazed  smoothly 
upon  this. 

9.  The  yellow  is  made  with  silver,  copper,  and  a  little  yellow 
ochre,  the  whole  ground  up  together  on  a  plate  of  copper. 

10.  The  furnace  must  be  heated  for  12  whole  hours,  first  with 
a  small  charcoal  fire  for  4  hours,  the  heat  being  gradually  in- 
creased ;  then  for  the  last  four  hours  the  furnace  must  be  strongly 
heated.  But  take  care  to  remove  the  charcoal  frequently  for 
fear  of  burning  the  pieces  of  glass  which  are  underneath,  and 
heat  the  furnace  so  that  the  fire  does  not  smoke,  for  this  spoils 
the  work ;  but  make  a  clear  and  strong  fire. 

11.  The  pieces  of  glass  are  to  be  placed  on  a  pan  of  iron  oa 
an  iron  tripod  or  fillet,  just  in  the  middle  of  the  fire,  so  that  the 
flame  rises  all  round^it  without  injuring  them. 

12.  Beds  or  layers  of  lime  are  laid  between  the  pieces  of 
glass  above  and  below,  that  they  may  not  break. 

13.  You  must  provide  some  pieces  of  glass  for  experiments, 
which  may  be  withdrawn  fi*om  the  fire  in  order  to  ascertain 
i^hether  the  colours  are  sufiSciently  baked. 

14.  These  are  the  principal  points  to  be  observed  in  this 
art,  for,  as  regards  the  outline,  one  cannot  fail  in  this  on 
account  of  the  design  which  is  placed  under  the  glass,  the  out- 
lines of  which  have  been  traced  as  delicately  as  possible  with 
black  as  has  been  before  observed. 
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ceau  de  soye  de  pourceau  fort  rude,  avee  lequel  on  grate  ses 
.  figures  a  Tendroit  qu'il  faut  les  jours,  pour  les  emporter  et 
labser  le  verre  blanc. 

6.  Notte,  qu'il  faut  que  les  couleurs  de  desoubz  soient  seiches 
auparavant  que  d'en  remettre  une  autre  dessus. 

7.  Le  secret  de  ceste  peinture  est  quand  le  noir  est  bien  fait, 
un  peu  d'hurine  comme  dit  est  fait  tout  quand  il  n'y  en  a  trop 
n'y  trop  peu. 

8.  L'on  adoucit  fort  ses  figures  avec  un  gri  auparayant  que 
les  colorer,  puis  les  couleurs  se  glassent  par  dessus  tout  unie. 

9.  Le  jaune  se  fait  avec  de  I'argent,  du  cuivre,  et  un 
peu  d'ocre  jaune,  le  tout  broyez  ensemble  sur  une  platine  de 
cuivre. 

10.  n  faut  chaufier  le  foumeau  douze  heures  entieres,  pre* 
mierement  a  petit  feu  de  charbon  quatre  heures,  puis  en  aug- 
mentant  tousjours,  les  quatres  demieres  heures  il  le  faut  chauf- 
fer avec  des  esclat,  et  avoir  soin  de  retirer  souvent  le  braise  de 
peure  de  brusler  les  oualles  de  desoubs,  et  le  chaufier  si  bien 
que  le  feu  ne  face  point  de  fumee,  car  elle  gaste  Touvrage,  mais 
im  feu  clair  et  flambant. 

IL  On  met  les  oualles  dans  une  poille  de  ferre  sur 
un  trepied  ou  bande  de  fer  justement  au  milieu  du  feu,  de 
sorte  que  la  flamme  toume  tout  autour  sans  endommager  lea 
oualles. 

12.  On  fait  des  lictz.  et  couches  de  chaux  entre  les  oualles 
dessus  et  dessoubs  de  peur  qu'elle  ne  se  casseut. 

13.  L'on  a  des  essais  que  Ton  retire  pour  veoir  si  elle  sont 
assez  cuites. 

14.  Voila  les  principaux  poincts  de  ceste  sciences,  car  pour 
ce  qui  est  du  crayon.  Ton  ni  pent  manquer  par  le  moien  du 
dessein  qu'on  a  dessous  ses  oualles,  duquel  on  en  fait  le  porfil 
avec  du  noir  comme  dit  est  le  plus  delicattement  qu'il  est 
possible. 
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15.  As  for  the  colours,  there  are  works  which  teadi  the  maih* 
ner  of  composing  them,  but  practice  and  expmence  do  a  great 
deal. 


CHAPTER  V. 

OF  THE  PROPORTIONS  OF  THE  HUMAN  BODY. 

Pythagoras  was  ri^t  when  he  said  that  man  was  the  measure 
of  all  things — first,  because  he  is  the  most  perfect  of  all  cor^ 
poreal  creatures,  and  according  to  the  maxim  of  philosophers 
that  which  is  the  most  perfect  and  first  of  its  class  is  the  mea- 
sure for  all  the  rest ;  seccmd,  because  in  reality  the  common 
measures  of  the  foot,  the  inch,  the  cubit,  the  pace,  have  taken 
their  names  and  length  fix>m  iixe  human  body ;  third,  because 
the  symmetry  and  well  fitting  of  the  parts  is  so  admirable  tiutt 
all  well-proportioned  works,  and  especially  buildings,  temples^ 
ships,  columns,  and  similar  pieces  of  architecture,  are  in  some 
degree  composed  according  to  the  proportions  of  man;  we 
know  that  the  ark  of  Noah,  built  by  the  command  of  God^  was 
300  cubits  in  length,  50  in  breadth,  and  30  in  height  or  deplii, 
so  that  its  length  was  Q  times  its  breadth  and  10  times  its  deptk. 
Now  let  a  man  lie  down  at  full  length,  and  he  will  be  found  to 
have  the  same  proportions  as  to  length,  breadth,  and  deptL 

ViUalpandus,  speaking  of  that  inimitable  chef-d'oeuvre  and 
model  of  good  architecture,  the  temple  of  Solomcm,  has  curiously 
remarked  the  same  proportion  in  certain  parts,  and  also  by 
means  of  this  he  has  observed  such  rare  symmetry  1im)Ughoul; 
the  whole  work,  tliathe  has  dared  to  assure  us  that  from  a  single 
part  of  this  large  building,  sucli  as  a  base  or  a  cajHtal  of  a 
column,  one  might  calculate  the  measures  of  this  beautiful  edifice. 

Other  architects  tell  us  that  the  foundations  of  houses  and 
the  bases  of  columns  are  like  the  feet ;  the  capitals,  the  roofe, 
and  copings  are  like  the  head,  and  the  rest  of  the  building 
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15.  Pour  les  couleurs,  Ton  a  des  recueilles  qui  euseiguent  la 
maniere  de  les  composer ;  la  pratique  et  Texperience  y  font  de 
beaueoup. 


CHAPITRE  V. 

DE  LA  PROPORTION  DU  CORPS  HUMAIN. 

Protagoras  avaat  raison  de  dire  que  rhomme  est  la  mesure  de 
toutes  choses,  1®  parce  qu'il  est  le  plus  par£ut  entre  touts  les 
creatures  corporelles,  et  selon  la  maxime  des  philosophes  ce  qui 
est  le  plus  parfait  et  le  premier  en  son  rang,  mesure  tout  le 
reste,  2®  parcequ'en  effet  les  mesures  ordinaires  de  pied,  de 
pouce^  de  coudees,  de  pas,  ont  pris  leur  noms  et  leur  grandeur  du 
corps  humain,  3^  parceque  la  symetrie  et  bien  scans  de  ces 
parties  est  si  admirable  que  toutes  les  ouvrages  bien  propor- 
tionn^  et  nommement  des  bastimens,  des  temples,  des  navires, 
des  colonnes,  et  semblables  pieces  d'architecture,  sont  en  quel- 
que  faQon  composee  selon  ses  proportions ;  nous  scavons  que 
Tarche  de  Noe,  bastie  par  le  commandement  de  Dieu,  estoit 
longue  de  300  coudees,  large  de  50,  et  haulte  ou  profonde 
de  30,  tellement  que  la  longueur  contenoit  six  fois  la  largeur 
et  dix  fois  la  profondeur.  Or,  qu'on  couche  un  homme  de  son 
long,  on  trouvera  la  mesme  proportion  en  sa  longeur,  largeur, 
et  profondeur. 

Yillapande,  traitant  du  temple  de  Salomon,  ce  chef-d'oeuvre 
inimitable  et  modelle  de  toute  bonne  architecture,  a  remarque 
curieusement  en  certaines  pieces  la  mesme  proportion,  et  par  ce 
moien  en  tout  le  gros  de  I'ouyrage,  une  symmetric  si  rare  qu'il  a 
bien  ose  asseurer  que  d'une  seule  partie  de  ce  grand  bastiment, 
d'lme  base  ou  d'un  chapiteau  de  quelque  colonne,  on  pouvoit 
coignoistre  les  mesures  de  ce  bel  edifice. 

Les  autres  architectes  nous  advisent  que  les  fondemens  des 
maisons  et  les  bases  des  colonnes  sont  comme  le  pied ;  les  chapi- 
teaux,  les  toicts  et  couronnement,  comme  la  teste,  le  reste  comme 
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like  the  body.  There  is  also  siiiiilarity  as  well  in  fi»iii  as 
in  name,  and  those  who  have  been  rather  more  cnrions  have 
remarked  that,  as  in  the  human  body,  the  sin^e  partB»  soch  as 
the  nose,  the  mouth,  are  in  the  centre ;  the  others,  which  are 
double,  are  placed  on  the  sides ;  so  the  same  order  is  observed 
in  architecture.  Indeed,  some  have  made  researches  more 
curious  than  solid,  assimilating  all  the  ornaments  of  a  cor- 
nice to  the  parts  of  the  £stce,  to  the  forehead,  eyes,  nose,  and 
mouth ;  comparing  the  volutes  of  the  capitals  to  the  flowing  of 
the  hair,  and  the  flutings  of  the  columns  to  the  folds  in  the 
dresses  of  ladies ;  indeed,  so  many  resemblances  do  they  find, 
that  it  would  really  seem  that  as  art  imitates  nature,  so  the  build- 
ing being  the  most  artistical  of  all  works,  should  be  imitated 
from  the  chef-d'oeuvre  of  nature,  which  is  Inan,  for  the  body 
of  man  is  to  other  works  what  the  statue  of  Polycletus  was  to 
other  statues,  which  gave  the  rule  to  all  others.  It  is  for  this 
reason  that  Vitruvius  (book  v.),  and  all  the  best  architects,  treat 
of  the  proportions  of  man,  and  among  others  Albert  Durer  has 
written  a  whole  work  on  the  subject,  measuring  him  from  the 
foot  to  the  head,  whether  he  is  taken  in  face  or  in  profile,  down 
to  the  smallest  parts. 

\The  proportions  of  the  human  figure^  inserted  at  this  place  in 
the  original^  being  well  known^  are  omitted^ 

Knowing  the  proportions  of  man,  it  is  easy  for  painters,  sta- 
tuaries, and  image  makers  to  proportion  and  perfect  their  works, 
and  by  these  means  is  rendered  credible  what  some  have  re- 
lated of  Grecian  statuaries,  viz.,  that  some  of  these  having  one 
day  undertaken  that  each  should  form  separately  a  part  of  the 
face  of  a  man,  the  difierent  parts  were  afterwards  conjoined, 
and  formed  a  beautiful  and  well-proportioned  fiice.  It  is 
certain  that  from  knowing  the  proportions  one  may  know 
Hercules  by  his  footsteps,  the  lion  by  his  claw,  the  giant  by  his 
thumb,  and  the  whole  of  a  man  by  a  sample  of  his  body.  It 
was  thus  that  Pythagoras,  having  measured  the  foot  of  Her- 
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le  corps.  II  y  a  de  la  convenance  aussi  bien  en  effet  qu'au 
sumom,  et  ceux  qui  ont  este  un  peu  plus  curieux  out  encore 
remarque  que,  comme  au  corps  humain,  les  parties  qui  sont 
unicques  comme  le  nez,  la  bouche,  le  nombril,  sont  au  milieu ; 
les  autres,  qui  sont  doubles,  sont  mises  de  coste^  et  d'autre  avec 
une  parfaicte  esgalite,  de  mesme  en  architecture.  Voire  mesme 
quelqueuns  ont  fait  des  recherches  plus  curieuses  que  solides, 
apparians  tons  les  omements  d'une  comiche  aux  parties  de  la 
face  au  front,  aux  yeux,  au  nez,  a  la  bouche,  comparant  les 
volutes  des  chapiteaux  aux  cheveux  entortillez  et  les  cavelures 
des  colonnes  aux  plis  de  la  robe  des  dames,  tant  y  a  qu'il  semble 
avec  raison  que  comme  Tart  imite  la  nature,  le  bastiment  estant 
I'cBUvre  le  plus  artiste,  devoit  prendre  son  imitation  du  chef- 
d'oeuvre  de  nature,  qui  est  I'homme,  de  fa^on  que  son  corps  en 
comparaison  des  ouvrages,  est  comme  la  statue  de  Polyclete,  qui 
regloit  toutes  les  autres. 

C'est  pourquoi  Vitruve,  (liv.  v.)  et  tons  les  meilleurs  archi- 
tectes,  traictent  des  proportions  de  Thomme,  et  entre  autre 
Albert  Durer  en  a  fait  un  livre  entier,  le  mesurant  depuis  le 
pied  jusqua  a  la  teste,  soit  qu'on  le  prenne  de  front  ou  de  profil, 
jusques  au  moindre  parties. 


Sachant  les  proportions  de  I'homme,  il  est  facile  aux  peintres 
statuaires  et  imageres  (?)  de  proportionner  et  perfectionner 
leurs  ouvrages ;  et  par  le  mesme  moien  est  rendu  croyable  ce 
que  quelques  uns  racontes  des  statuaires  de  Grece  qu'ayant  un 
jour  entreprisde  former  chacun  a  part  et  en  divers  une  partie 
de  la  face  d'un  homme  toutes  les  parties  estant  puis  apres  assem- 
blees,  la  face  se  trouva  tres  belle  et  bien  proportionnee.  C'est 
chose  claire  que  la  faveur  des  proportions  on  pent  cognoistre 
Hercule  par  ses  pas,  le  lyon  par  son  ongle,  le  geant  par  son 
poulce,  et  tout  un  homme  par  un  eschantillon  de  son  corps.  Car 
c'est  ainsi  que   Pithagore    ayant  pris  la  grandeur  du  pied 
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cnles,  according  to  the  impresBian  wUch  be  had  left  on  the 
earth,  was  enabled  to  calculate  his  height ;  it  was  thus  that 
Phidias  from  the  claw  of  a  lion  could  represent  the  whole  ani- 
mal conformable  to  its  prototype ;  and  finally,  it  was  thus  that 
the  painter  Timanthes  having  represented  some  pigmies  who 
were  measuring  with  a  fathom  line  the  thumb  of  a  giant,  could 
give  a  good  idea  of  his  size. 


CHAPTER  VI. 


OF  THE  BEAUTY  OF  THE  FACE« 


The  beauty  of  the  face  consists  in  a  forehead  large,  square,  open, 
clear,  and  serene  ;  the  eyebrows  being  well-arranged,  fine,  and 
separated ;  the  eye  well  opened,  gay,  and  brilliant ;  the  nose  , 
the  mouth  small ;  the  lips  coralline ;  the  chin  short  and  forked ; 
the  cheeks  full  and  dimpled,  the  ear  round  and  well  turned ;  and 
the  whole  combined  with  a  clear,  fair,  and  smooth  complexion. 
There  are  several  points  to  be  considered  with  regard  to 
beauty.  The  beauty  of  man  properly  consists  in  the  form  and 
size  of  his  body :  the  other  kinds  of  beauty  are  for  women ; 
there  are  two  kinds  of  beauty — one  still,  which  does  not  move, 
and  which  consists  in  the  due  proportion  and  colour  of  the 
limbs,  the  body  not  being  pufied  or  swollen,  the  sinews  not 
visible  nor  the  bones  piercing  the  skin,  but  the  body  fiill  of 
blood,  vigorous,  and  plump,  the  muscles  raised,  the  skin  polished, 
the  colour  vermilion.  The  other  kind  is  moving  and  is  called 
grace,  consisting  in  the  movement  of  the  limbs,  and  espe- 
dally  of  the  eyes ;  one  kind  is  as  it  were  dead,  the  other  living 
and  acting ;  there  is  rude,  fiery,  and  severe  beauty,  and  there 
is  soft  beauty  as  well  as  insipid  beauty. 

Beavty  described. 

1.  The  skin  of  the  whole  body  like  jasper  or  porphyry,  inter- 
rupted by  small  and  graceful  azure  veins. 
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d'HercuIe  suivant  les  traces  qu'il  ai  avoit  laissees  sur  la  terre 
Colligea  tout  sa  hauteur,  c'est  ainsi  que  Phydias  ayant  seule- 
ment  Tongle  d'un  lyon  figura  toute  la  beste  entierement  con- 
formes  a  son  prototype.  Ainsi  le  peinire  Timante  ayant  peint 
des  pigmees  qui  mesuroient  avec  une  toise  le  poulce  d'un  geant 
donne  su^samment  a  cognoistre  la  grandeur  du  geant 


CHAPITRE  VI. 


DE  LA  BEAUTE  DU  VISAGE. 


La  beaute  du  visage^  gist  en  un  front  large,  quarre,  tendu, 
clair  et  serain,  sourcils  bien  ranges  menu  et  delies,  I'ceil  bien 
fendu  gay  et  brillant,  nez  bien  j  boucfae  petite  aux  levres 

c(»alines,  menton  court  et  fourchu,  joues  relevees  et  au  milieu 
le  plaisant  gelasin,  oreille  ronde  et  bien  troussee,  le  tout  avec 
un  teint  vif,  blanc,  et  vemie. 

n  y  a  diverses  considerations  en  la  beaute ;  celle  des  hommes 
est  proprement  la  forme  et  la  taille  du  corps,  les  autres  beautes 
sont  pour  les  femmes,  il  y  a  deux  sortes  de  beaute ;  Tune  ares- 
tee  qui  ne  se  remue  point  et  est  en  la  proportion  et  couleur  deue 
des  membres,  un  corps  qui  ne  soit  enfle  ny  boufiy,  auquel  d'ail- 
leurs  les  nerfe  ne  paroissent  point,  ni  les  os  ne  percent  la  peau, 
mais  plain  de  sang,  d'esprits  et  enbonpoint  ayant  les  muscles 
releves,  le  cuir  poli,  la  couleur  vermeille ;  I'autre  mouvante,  qui 
8'appelle  grace,  qui  est  la  conduite  des  mouvemens  des  mem- 
bres,  surtout  des  yeux;  celle  la  seule  est  comme  morte,  celle  cy 
est  agente  et  vivante ;  il  y  a  de  beautes  rudes,  fieres,  aigres ; 
d'autre  douces  voir  encore  fades. 

De  la  beauti  descrtpte  en  dix-huict  articles. 

1.  La  peau  de  tout  le  corps  comme  jaspe  ou  porphyre,  entre- 
coupee  de  petites  veines  azurees  trenchant  de  bonne  grace,  c'est 
y  voir  mouvant. 

—  -'— '  ■'  ■»■■  ■■■■.._■■  —        ■■  ^.M.l  ■-■■■■  -■  ■■--■I-—       ■    ■        ■■ — 

^  Lecaron— L.  de  la  sagcsse. — Marginal  note  by  Author. 
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2.  The  hair  flaxen^  golden,  and  curling  naturally. 

3.  The  forehead  gently  arched,  serene  like  the  sky,  polished 
like  alabaster. 

4.  Two  eyes  on  a  level  with  the  head,  large,  sparkling,  and 
beaming  mildly. 

5.  The  eyebrows  black,  fine,  well  arranged,  and  arched. 

6.  The  cheeks  like  lilies  and  roses,  indented  by  two  dimples. 

7.  The  mouth  flesh-coloured,  and  like  pinks  or  coral. 

8.  Oriental  pearls  or  diamonds,  set  in  the  scarlet  gums,  even, 
all  of  the  same  size,  close,  not  pressed  together,  and  not  yel- 
lowish. 

9.  The  chin  round  and  dimpled,  not  pointed  or  flat,  or 
creased. 

10.  The  whole  complexion  soft  and  smooth,  without  wrinkles 
or  creases. 

11.  The  neck  like  snow  or  coagulated  milk,  beautifully  round 
and  of  proper  size. 

12.  The  temples  well  filled  up,  not  deep  and  hollow. 

13.  The  cheeks  not  sunken,  hollow,  pendent,  or  withered, 
but  slightly  raised,  without,  however,  being  too  much  swollen 
or  pufied. 

14.  The  profile  of  the  nose  aquiline,  dividing  the  face  into 
two  equal  parts. 

15.  The  ears  small,  vermilion,  close,  and  in  no  wise  torn  or 
drooping,  or  deeply  marked. 

16.  The  head  well  rounded  and  proportioned  to  the  other 
parts  of  the  body,  neither  too  small  and  thin,  nor  too  long  and 
pointed. 

17.  The  colour  lively  and  fresh,  and  neither  too  red  nor  of  a 
pale  saffron  colour,  nor  with  similar  defects  of  complexion. 

18.  The  deportment  grave,  or  gay  without  afiectation  or  art, 
full  of  simple  sweetness. 
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2.  Cheveux  blond,  dorez  et  frisez  par  nature  fort  naifs. 

3.  Le  front  moUement  voute,  serain  comme  un  ciel,  polly 
comme  albastre. 

4.  Deux.yeux  a  fleur  de  teste,  estincelant,  d'une  belle  gran- 
deur et  doucement  rayonnant. 

5.  Les  sourcis  de  brins  d'ebene  fort  menus,  bien  arrangez,  et 
ayencez  en  faqon  d'arc. 

6.  Les  joues  comme  de  lys  et  de  roses  entasmees  de  deux 
fossettes. 

7.  La  bouche  incarnadine,  et  d'oeillets  ou  de  corail. 

8.  Des  perles  orientales  ou  diamans  enchassez  dans  I'escar- 
latte  des  gencives,  et  tout  a  Tesgal,  et  de  mesme  grandeur,  non 
entrouvertes,  n'y  entrebassantes,  ny  jaunissantes.^ 

9.  Le  menton  rond  et  fosselu,  non  pointu,  ny  applaty,  ny 
fendu. 

10.  Tout  le  teint  uny  et  delie  sans  estre  detranche  de  rides, 
ny  fendu  de  sillons. 

11.  Le  col  de  neige  ou  de  laict  caille  d'une  belle  rondeur  et 
grandeur  proportionnee. 

12.  Les  temples  bien  remplies,  et  non  enfoncees  et  creuses. 

13.  Les  joues  non  point  abbatues,  efiamees,  deschargees,  pen- 
dantes  ou  flestries,  mais  doucement  enflees  sans  estre  pourtant 
trop  bouffies  et  boursoufflees. 

14.  Le  nez  aquilin  a  pourfil,  et  fendant  a  droicture  le  visage 
party  esgallement. 

15.  Les  oreilles  petites,  vermeilles,  fermees  et  nulement 
arachees  ou  languissantes,  et  trop  ayallees. 

16.  La  teste  bien  arrondie,  d'une  grosseur  avenante  au  reste 
du  corps,  non  trop  menue  ni  mince,  ny  trop  longue  et  pointue. 

17.  La  couleur  vive  et  animee  sans  excez  de  rougeur,  de 
pasle  couleur  de  safran  ou  pareille  temissure  de  visage. 

18.  Le  maintien  grave,  gay  sans  feintes  et  artifices,  plein  de 
naifve  douceur. 

*  P.  Binet,  *  Essay  de  Nature.' 
VOL.  II.  2   I 
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CHAPTER  VU. 

OF  COLOURS. 

1.  Colours  [pigments]  are  formed  in  the  earth  and  in  mines, 
or  are  composed  by  mixtures  and  combination,  or  are  extracted 
from  herbs  or  otherwise. 

2.  Black  is  made  either  with  the  soot  and  smoke  of  resin  or 
with  vine  twigs  and  shavings  of  pine,  reduced  to  charcoal, 
pounded,  and  mixed  with  glue,  or  finally,  with  the  burnt  lees 
of  good  wine,  dried  and  mixed  with  glue.  This  is  very  black, 
and  imitates  the  Indian  colour  which  is  called  ^^moree."^ 

3.*  "  Cerulee,"  which  is  called  blue  or  "  turquin,"  is  made 
by  grinding  sand  with  flower  of  nitre  until  it  becomes  as  fine  as 
flour.  Some  brass  filings  are  then  sprinkled  over  it  and  incor- 
porated with  the  other  ingredients ;  the  whole  is  then  made  into 
pellets  and  ground  between  the  hands,  then  placed  in  a  furnace ; 
the  brass  and  sand  then  mix,  from  the  heat  of  the  fire,  change 
their  nature,  and  are  reduced  to  a  blue  colour. 

4.  "  Brusle  "  is  made  of  "  mottee  de  sil"  *  heated,  and  extin- 
guished in  vinegar,  thus  forming  a  piu*ple  colour. 

5.  Ceruse  or  white  lead  is  made  by  putting  vine  branches  in 
butts,  pouring  vinegar  on  to  them,  fixing  sheets  of  lead  on  the 
top,  and  fastening  them  up  air-tight ;  then,  after  some  time  the 
ceruse  will  be  found  attached.  If  it  be  heated  in  a  fiirnace,  its 
colour  will  be  changed,  and  it  vrill  be  converted  into  ^^  sanda- 
racque"  or  massicot.  When  plates  of  copper  or  brass  are 
attached  in  the  same  manner  verdigris  is  made. 

6.  Ochre-coloured  earth  being  taken  from  the  veins  of  marble, 
when  burnt  and  extinguished  in  vinegar,  assumes  the  appear- 

1  Probably  Indian  ink. 

3  A  marginal  note  states  that  this  recipe  was  extracted  from  the  "  Essay 
de  Nature."  This  pigment  is  the  Vestorian  Azure  of  Vitruvius,  the 
Azzurro  di  Pozzuoli  and  Smaltino  of  the  Italian  writers ;  the  term  turquin 
— turchino,  evidently  shows  its  Italian  origin. 
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CHAPITRE  VIL 

DES  COULEURS. 

1.  Les  couleurs  se  concreent  en  la  terre  et  eu  miniers,  ou 
bien  se  composent  par  mixtions  et  temperatures,  ou  naissent  en 
herbe  ou  autrement. 

2.  Le  noir  se  fait  ou  de  suye  et  fiimee  de  poix  raisine,  ou  de 
sarment  de  vigne  et  coipeau  de  pin,  redigez  en  charbon  pilez  et 
meslez  avec  la  coUe,  ou  enfin  de  lie  de  bon  vin  bruslee,  sechee 
et  meslee  arec  la  colle,  cela  devient  fort  noire,  et  imite  la  cou- 
lour  d'Inde,  qu'on  nomme  moree. 

3.  La  cerulee  qu'on  nomme  bleu  ou  turquin,  se  fait  broyant 
du  sable  avec  la  fleure  de  nitre,  si  delie  qu'il  devient  comme 
farine,  on  prend  de  la  limaille  d'airain  de  Cypre  et  en  saupou- 
dre  en  cela  afin  de  s'incorporer,  on  moule  des  pelottes  entre  ses 
mains,  on  les  mets  dans  un  vaisseau  et  dans  une  foumaise,  lai- 
rain  et  le  sable  par  la  force  du  feu  s'entredounant  leurs  sueurs, 
cbangent  de  nature,  et  se  reduisent  en  couleur  cerulee. 

4.  Le  brusle  se  fait  de  mottee  de  sil,  embrassees  et  desteintes 
en  vinaigre,  d'ou  se  fait  la  couleur  de  pourpre. 

5.  La  ceruse  ou  blanc  de  plomb  se  fait  mettant  des  branches 
des  sarmens  dans  des  tonneaux,  les  surfondant  avec  du  vinaigre, 
et  par  dessus  asseans  des  lames  de  plomb  estoupant  les  queulles 
afin  qu'il  ne  sort  ny  vent  ny  halene,  au  bout  de  quelque  temps 
on  trouve  la  ceruse  atachee.  Si  on  la  cuit  en  une  foumaise,  elle 
change  de  couleur  et  se  convertit  en  sandaracque  ou  massicot, 
et  quand  on  assied  les  lames  de  cuyvre  ou  da3rrain  ils  en  font 
du  verdegris. 

6.  Le  sil  qui  s'approche  de  I'ocre  estant  tire  des  veines  de 
marbres  si  on  le  brusle  et  esteind  en  vinaigre  il  prend  semblance 


3  The  **  mottle  di  sil "  here  mentioned  is  stone  ochre.  Motte  or  Mote 
signifies  a  stone,  gl^Hi.  The  term  '*  sil "  denotes  a  mineral  earth  of  which 
colours  are  made ;  it  appears  to  be  always  applied  to  iron  ores. 
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ance  of  purple  or  crimson  inclining  to  violet ;  some  think  it  is 
ultramarine  azure. 

7.  "  Kubricks,"  or  "  bloodstones,"  *  are  also  taken  out  of  the 
earth ;  orpiment,  cinnabar,  green  chalk,  or  "  verd  de  terre," — 
that  brought  from  Smyrna  is  the  best.  "  Sandaraque,"  which 
some  think  is  massicot,  comes  from  Pontus,  and  in  some  places 
it  is  found  ready  prepared  by  nature,  without  the  necessity  of 
grinding,  sifting,  or  pounding. » 

8.  Minium  Is  made  of  lead  melted  in  an  earthen  vessel  over 
the  fire,  and  stirred  with  a  stick  until  the  whole  is  changed  into 
minium,  which  is  found  attached  to  the  sides  of  the  vessel. 

9.  Indigo '  is  made  with  the  flowers  of  woad ;  that  is  to  say, 
the  flower  and  starch  mixed  with  urine  and  vinegar ;  then  made 
into  pellets,  and  dried  in  the  sun. 

10.  "  Verdet "  *  is  made  of  brass  or  copper  filings,  sprinkled 
with  urine  and  sal  ammoniac,  then  dried  in  the  sun  on  a  board, 
and  sprinkled  [with  the  same]  until  they  become  green. 

11.  The  "rosette"  is  made  with  brazil  wood  boiled  over 
the  fire  with  "  grain  "  [grana,  or  kermes]  and  gum  ;  and,  if  a 
light  red  is  desired,  pulverized  alum  is  added. 

12.  Rose- colour  is  made  with  very  small  chips  of  brazil  wood 
mixed  with  ceruse  and  roche  alum,  the  whole  distempered 
together,  then  covered  with  urine,  and  left  in  this  state  for 
some  time ;  it  is  then  strained  through  a  cloth,  put  into  a  glazed 
vessel,  and  placed  in  a  dark  situation  to  dry. 

13.  Purpurino  is  made  with  fine  molten  brass  mixed  with 
mercury,  and  made  into  a  paste ;  sulphur  and  sal  ammoniac, 
which  have  been  well  ground  in  a  wooden  mortar,  is  then  taken, 

1  Haematites,  or  red  ores  of  Iron.  The  Lapis  Amatito  of  Cennino  and 
other  old  writers. 

3  Native  red  orpiment  is  plainly  alluded  to  in  this  last  sentence. 

3  A  marginal  note  shows  that  this  definition  was  extracted  from  the  work 
of  D.  Alessio  Piemontese. 

^  Verdetto.  Baldinucci  says  this  is  a  mineral  colour  produced  in  the  mines 
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de  pourpre  ou  cramoisi  violet ;  aucuns  pensent  que  c'est  I'azur 
d'outremer. 

7.  Les  rubriches  ou  pierres  sanguines  se  tirent  aussi  de  la 
terre  ;  Forpiment,  le  cinnabre,  la  craye  verte  ou  verd  de  terre 
yient  de  la  terre  de  Smyme  et  est  la  plus  excellente.  La  san- 
daracque  qu'aucuns  croyent  estre  le  massicot,  vient  du  pont  et 
croit  en  certains  lieux  toute  preparee  par  nature  sans  qu'il  la 
faille  moudre,  cribler,  sasser,  ny  piler. 

8.  La  mine  se  fait  avec  du  plomb  que  Ton  met  fondre  dans 
line  vaisselle  de  terre  sur  le  feu,  en  le  remnant  avec  un  baston 
jusque  a  ce  qu'il  soit  tout  converti  en  mine,  laquelle  on  trouve 
attachee  autour  du  pot. 

9.  L'Inde  se  fait  avec  fleurs  de  pastel  ou  gueste,  c'est  a  sca- 
voir,  floree  et  farine  d'amidon  meslee  avec  urine  et  vinaigre  ; 
puis  on  en  fsdt  des  pelottes  que  I'on  met  seicher  au  soleil. 

10.  Le  verdet  se  fait  avec  airain  et  cuijvre  lime,  arouse 
d'unne  vielle  et  sel  armoniac,  puis  seiche  au  soleil  sur  un  ais  et 
s'arrouse  jusque  a  ce  qu'il  vienne  verd. 

11.  On  fait  la  rosette  avec  bresil  que  Ton  met  bouillir  sur  le 
feu  avec  graind  et  gomme ;  si  on  veut  avoir  un  rouge  leger,  on 
y  adjouste  de  I'alun  pulverise. 

12.  La  rose  se  fait  avec  bresil  derompu  bien  menu,  mesle 
avec  ceruse  et  alun  de  roche,  le  tout  destrempe  ensemble,  puis 
on  verse  dessus  de  I'urine  tant  que  tout  soit  couvert,  et  ainsi 
on  la  laisse  une  espace  de  temps  apres,  il  la  faut  couler  par  un 
linge  et  la  mettre  en  un  pot  plombe  en  un  lieu  ou  il  n'y  entre 
ny  soleil  ny  clarte,  et  la  laisser  ainsi  seicher. 

13.  La  couleur  purpurine  se  fait  avec  fin  estain  fondu,  et 
argent  vif  mesle  ensemble,  et  en  fait  on  une  paste,  puis  on  prend  . 
soulfre  et  sel  armoniac  tres  bien  broyez  en  un  mortier  de  bois, 


of  Germany.  It  cannot  then  have  been  synonymous  with  the  colour  men- 
tioned in  the  text,  which  corresponds  in  some  measure  with  the  Verdete  of 
the  Spanish  writers,  which  is  verdigris.  Neither  does  it  correspond  with 
the  Verdetto  of  Lomazzo  and  the  Paduan  MS.,  which  is  a  kind  of  Brown 
Pink. 
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and  the  whole  is  incorporated  together  and  put  into  a  luted 
phial  in  the  fiimace  over  a  slow  fire ;  a  gold-coloured  yellow 
is  thus  obtained. 

14.  Common  lake  is  made  by  putting  some  cuttings  of  fine 
scarlet  [cloth]  ^  into  a  strong  ley,  which  is  boiled  until  the 
whole  is  dissolved ;  some  roche  alum  is  then  added,  and  it  is 
passed  through  a  bag,  adding  to  it  some  raspings  of  brazil  wood 
and  gum  arable,  mixing  all  these  ingredients  together,  and  then 
making  them  into  small  pellets,  which  must  be  suffered  to  dry. 

15.  Fine  lake  is  made  like  common  lake,  except  that  no  brazil 
wood  is  added.^ 

16.  Cinnabar  or  vermilion  is  made  of  sulphur  and  mercury 
ground  together  on  the  porphyry,  then  burnt  in  the  furnace  un- 
til they  are  sublimed. 

17.  Azure  is  made  by  pulverizing  merciuy,  sal  ammoniac, 
and  sulphiu*,  and  then  burning  them  in  an  alembic. 

18.  Ultramarine  is  made  with  calcined  silver,  aquafortis,  and 
sal  ammoniac ;  these  are  placed  for  some  time  in  a  well-closed 
leaden  vessel. 

19.  The  modern  mode  of  making  verdigris  is  to  take  some 
clean  scales  of  copper,  common  salt,  tartar  of  red  Wine,  sal 
ammoniac,  and  leaven  of  wheat,  distempered  with  vinegar ;  the 
whole  is  then  to  be  put  into  a  glass  vessel,  and  covered  with 
dung  for  a  certain  time. 

20.  "  Rouget "  is  made  with  bruised  brazil  wood,  lime  water, 
and  roche  alum,  all  boiled  together. 

21.  Sap-green  is  made  with  the  bruised  fruit  of  the  buck- 
thorn, which  is  boiled  in  a  new  pipkin  widi  pounded  roche  alum, 
then  left  to  stand  in  a  warm  place  for  6  or  8  days ;  it  is  after- 
wards put  in  a  bladder,  so  that  no  air  may  have  access  to  it 
Sometimes  a  little  Spanish  blue  is  used. 

22.  "  Stil  de  grain  "  is  made  with  [white]  earth  mixed  with 
the  juice  of  the  flowers.® 

^   The  cuttings  of  fine  scarlet  cloth  were  dyed  with  grana  (kermes). 

'  This  is  Lacca  di  Cimatura  of  the  Italians. 

3  The  words  "  fleur  de  geneste"  are  written  in  the  margin  of  the  MS., 


^" 
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on  incorpore  le  tout  ensemble,  puis  se  met  en  une  fioUe  lutee 
sur  le  fourneau  a  petit  feu,  ainsi  Ton  a  un  jaune  qui  imite  la 
couleur  d'or. 

14.  La  grosse  lacque  se  fait  mettant  de  la  tondure  de  fine 
escarlate  dans  de  la  forte  lessive,  que  I'on  fait  bouillir  tant 
qu'elle  soit  dissoulde  en  eau,  on  y  met  de  Taluii  de  roche,  puis 
on  la  passe  dans  un  sachet,  en  y  ajoustant  bresii  racle  et  gomme 
arabiques,  le  tout  mesle  ensemble,  puis  on  en  fait  des  petites 
pommes  qu'on  laisse  seicher. 

15.  La  fine  lacque  se  fait  ainsi  que  la  grosse,  sinon  qu'on  n'y 
met  pas  de  bresii. 

16.  Le  SKnabre  ou  vermilion  est  compose  de  soulfire  et  mer- 
cure  broye  sur  le  porphir,  puis  brusle  au  fourneau  a  sublimer. 

17.  L'azur  se  fait  avec  sel  armoniac,  soulfre,  et  mercure,  le 
tout  pulverise  [et]  brusle  en  Talembic. 

18*  L'outremarin  se  fait  avec  argent  calcine,  eaue  forte  et 
sel  armoniac  qu'on  met  en  un  pot  plombe  tres-bien  bouche 
quelque  temps. 

19.  Le  verdegris  a  la  modeme  se  fait  avecescaille  de  cuivre 
bien  nettoyee,  de  pouldre,  sel  comun,  tartre  de  vin  rouge,  sel 
armoniac,  levain  de  froment,  le  tout  destrempe  en  vin  aigre, 
ainsi  se  met  dans  un  pot  verre  soub  le  fiimier  un  certain 
temps. 

20.  Le  rouget  se  fait  avec  bresii  brise,  eau  de  chaux,  allun 
de  roche,  le  tout  bouille  ensemble. 

21.  Le  ver  de  vessie  se  fait  avec  fruict  de  burguespine 
froissez,  qu'on  met  en  un  pot  neufee  bouillir  avec  un  pen  d'alun 
de  roche  pile,  ainsi  se  laisse  reposer  en  lieu  chaud  par  I'espace 
de  six  ou  huict  jours,  puis  se  met  en  une  vessie,  de  peur  qu'il  ne 
scorente  ;  on  y  adjouste  si  Ton  veut,  un  peu  de  bleu  d'espagne. 

22.  Le  stil  de  grun  se  fait  avec  terre  et  le  sue  de  certaines 
fleurs  mesle  dedans. 

opposite  the  word  ^^  certaines,"  which  shows  that  the  stil  de  grain  was 
sometimes  made  from  the  flowers  of  the  Genista  Tinctoria,  Common  Dyer  s 
Genista  or  broom,  Dyer's  green,  Le  Genet  des  teintiiriers. 


I 
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23.  English  red,  otherwise  called  brown  red,  ^  red  ochre, 
yellow  ochre,  umber,  and  yellow  earth,  are  formed  in  the 
earth. 

NAMES  OF  THE  COLOURS.* 

1.  Snow-white,  lime-white,  milk-colour,  black,  vine-colour, 
silver- colour,  lead-colour,  water-colour,  grey  or  mouse  colour, 
livid- colour,  straw-colour,  fla]cen-colour,  gold-colour,  Isabel- 
colour,  violet-colour,  safiron-colour,  aurora-colour,  flame-co- 
lour, scarlet  red,  rose-colour,  green,  colour  of  pastel  ou  verd 
naissant,  citron-colour,  flesh-colour,  amaranth-colour,  leek- 
colour,  colour  of  verdigris,  chesnut-colour,  sad-colour,  bru- 
nette. 


2.  There  are  4  principal  colours, — white,  red,  green,  and 
black,  or  obscure. 

3.  Colours  which  have  great  brightness, — snow-white,  silver- 
colour,  pale  gold,  green,  scarlet,  water-colour,  blue,  and 
purple ;  all  these  colours  are  in  the  rainbow. 

4.  A  purple  colour  is  formed  when  an  opaque  whiteness  is 
intermixed  with  the  rays  of  the  sun,  as  at  daybreak. 


CHAPTER  VIII. 

SEVERAL  SECRETS  IN  PAINTING. 

1.  Light  colours  should  be  intermixed  with  dark  colours,  as 
they  ^ve  grace  and  adorn  the  picture  ;  red  ought  to  be  inter- 
mixed with  blue  and  gi'een,  white  with  grey  and  yellow ;  but 


Terra  Rossa  d'Inghilterra,  the  red  Haematite. 
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23.  Le  rouge  d' Angleterre  autrement  dit  rouge  brun,  Tocre 
rouge  et  jaune,  terre  d'ombre  et  terre  jaune,  se  concreent  en  la 
terre, 

NOM8  DBS  COULEURS. 

!•  La  couleur  blanche  comme  neige,  couleur  blanche  comme 
chauXy  couleur  de  laict,  couleur  noir,  couleur  provine,  couleur 
d'argent,  couleur  de  plomb,  couleur  d'eau,  couleur  grise  ou  de 
souris,  couleur  livide,  couleur  paille,  couleur  blonde,  couleur 
jaune  comme  I'or,  couleur  Isabel,  couleur  qui  est  entre  vio- 
lette,  couleur  de  safran,  couleur  d'aurore,  couleur  de  flame, 
escarlatte  rouge,  couleur  vermeille  comme  le  rose,  couleur 
verde,  couleur  de  pastel  ou  verd  naissant,  couleur  citrine,  cou* 
leur  incarnadine,  couleur  amaranthe,  couleur  de  poireau, 
couleur  de  verdegris,  couleur  ternee  dit  de  chastaigne,  couleur 
de  deuil,  couleur  brunette. 

2.  EUes  sont  quatre  principalles,  la  blanche,  la  rouge,  la 
verde,  et  obscure. 

3.  Couleurs  qui  ont  grand  clarte,  la  blanche  comme  neige, 
couleur  d'argent,  d'or  candide,  verde,  escarlatte,  couleur  d*eau, 
cendree,  et  de  pourpre,  lesquelles  couleurs  sont  toutes  en  Tare 
celeste. 

4.  La  couleur  de  pourpre  se  fait  quand  une  blancheur  ob- 
scure est  entremeslee  aux  rayons  du  soleil,  comme  en  I'aube 
dii  jour. 


CHAPITRE  VIII. 


PLUSIEURS  SECRETS  DE  PEINTURE. 

1.  Les  couleurs  clairs  doivent  avoir  lieu  entre  les  obscures, 
elles  donnent  grace  et  omement  en  la  peinture ;  la  rouge  cou- 
leur doibt  estre  entremeslee  entre  la  bleue  et  la  verde,  la 

2  It  appears  from  a  marginal  note  that  the  names  of  the  colours  are 
talcen  from  Cardan,  Lib.  IV.,  de  Subtilitate. 
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you  must  take  care  not  to  use  too  much  white,  for  it  is  Uke 
poison,  inasmuch  as  its  splendour  diminishes  the  grace  and 
beauty  of  the  painting ;  it  also  weakens  other  colours,  and 
spoils  their  shadows. 

2.  Terre  verte  is  used  in  the  shades  of  flesh  colour,  but  it 
must  be  employed  sparingly,  for,  as  the  colours  become  old, 
they  appear  raw,  and  would  thus  produce  a  bad  effect 

3.  Some  use  red  ochre  in  their  flesh  colours,  and  with  tiiis 
make  a  beautiful  colouring. 

4.  To  imitate  a  laughing  face,  the  comers  of  the  mouth 
must  be  turned  up ;  if  they  are  turned  down,  the  figure  will 
appear  sorrowful  and  weeping.^ 

5.  The  Italians  use  coal  ^  black  for  painting  external  works, 
because  it  is  a  bl^k  which  resists  the  injuries  of  time  longer 
than  any  other  colour. 

6.  The  Italians  burnish  their  mouldings,  and  then  apply  the 
gold  with  strong  glue. 

7.  You  must  shade  very  much  in  sketching,  as  that  will 
enable  you  to  finish  with  greater  facility. 

8.  Umber  is  of  no  use  in  the  primings,  for  it  absorbs  die 
colours  which  are  laid  on  it,  and  this  produces  a  bad  efiect.' 

9.  To  make  very  beautiful  green  for  glazing,  verdigris  must 
be  used  with  varnish  which  should  be  very  brilliant  and  beau- 
tiful, and  thus  it  will  not  fade  soon.^ 

10.  Fat  oil  is  added  to  orpiment  to  make  it  dry,  otherwise 
it  would  never  dry ;  it  is  also  added  to  indigo. 

11.  This  orpiment  is  very  beautiful  in  "  dorage  "  and  orna- 
ment. 


1  A  marginal  note  ascribes  this  well-known  fact  to  '*  M.  Thierson, 
peintre." 

2  Common  coal  was  also  used  by  the  Flemings  in  painting  in  oil.    See 
the  authmties  cited  by  Mr.  Eastlake,  *  Materials,  &c./  p.  467. 
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blanche  entre  la  grise  et  la  jaune.  Mais  il  &ut  prendre  garde 
de  aoser  trop  de  la  blanche  aux  peintures,  car  elle  est  comme  le 
venin  et  pour  sa  splendenr  elle  oste  de  la  peinture  la  grace  et 
la  beaute,  elle  diminue  les  autres  couleurs  et  corrompt  I'ombre 
des  autres  choses. 

2.  On  met  de  la  terre  verd  aux  ombrages  de  la  carnation, 
mais  il  faut  prendre  garde  d'en  trop  mettre,  car  les  couleurs 
Tenant  a  vieiUir,  elles  demeurent  crues,  et  cela  feroit  un  mauvais 
efibt. 

3.  Aucuns  usent  d'ocre  rouge  dans  les  carnations,  et  avec 
icelltty  font  un  tres  beau  colons. 

4.  Pour  faire  un  visage  riant,  il  faut  que  les  extremites  de 
la  bouche  montent  en  haut,  si  Ton  les  abaisse  il  sera  triste  et 
pleurant 

5.  Les  Italiens  se  seryent  de  noir  de  charbon  de  terre  pour 
trayailler  hors  d'oeuvres,  comme  estant  un  noir  qui  resiste  plus 
longtemps  a  I'injure  du  temps  que  pas  ung  autre. 

6.  Les  Italiens  brunissent  leurs  moulures,  puis  appliquent 
I'or  dessus  avec  de  la  colle  forte. 

7.  II  faut  fort  ombrer  en  esbauchant,  cela  ayde  a  paraxshever 
avec  plus  grande  facilite. 

8.  La  terre  d'ombre  dans  I'imprimure  n'y  vaut  rien,  car  elle 
£ut  imbiber  les  autres  couleurs  qu'on  mets  dessus,  et  cela  fait 
un  mauvais  effets. 

9.  Pour  faire  de  tres  beau  verd  glasse,  faut  emploier  le  ver- 
degris  avec  du  vemy ;  cela  sera  fort  beau  et  luisant,  et  si  ne 
mouvera  pas  si  tost. 

10.  L'on  met  dans  Vorpin  de  I'huile  grasse  pour  le  faire 
seicher,  car  autrement  il  ne  seicheroit  jamais,  pareillement  dans 
I'inde. 

11.  Le  dit  orpin  est  tres  beau  en  cirage  [dorage  ?]  et 
ornement. 

8  The  reader  will  not  fail  to  notice  this  condemnation  of  dark  groands. 
4  Palomino  and  Lionardo  da  Vinci  give  similar  instructions  respecting 
the  use  of  verdigris. 
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12.  Verdigris  also  is  very  good  if  employed  with  fat  oil. 

13.  Perspective  and  geometry  are  the  foundations  of  paint- 
ing, and  serve  to  ^ve  proportions  and  measures  to  all  things, 
and  to  give  an  appearance  of  reality. 

14.  Oil  of  chamomile  is  very  good  for  painting,^  and  ia  as 
clear  as  rock  water. 

15.  Enamel  is  cleaned  with  a  ley  made  of  ashes,  and  then 
washed  with  clean  water.  Soap  is  very  efficient  for  cleaning 
brushes. 

16.  Vermilion  is  adulterated  with  lime;  to  detect  this,  it 
must  be  put  on  the  blade  of  a  knife  [and  heated]  ;  if  good,  it 
will,  when  cold,  be  of  the  same  colour  as  before,  but  if  one 
side  of  the  knife  remain  black,  and  then  become  brown  and 
blackish,  it  will  be  evident  that  the  vermilion  has  been  adul- 
terated. 

17.  Vermilion  may  be  kept  imder  cover  for  a  long  time,  but 
when  it  is  exposed  to  the  air,  the  sun  and  moon  spoil  its  beauty 
and  diminish  its  brilliancy  and  vivacity. 

18.  Fat  colours  preserve  their  beauty  longer  than  any 
others  ;  hence  it  arises  that  gold  lasts  longer  than  any  colour ; 
on  account  of  the  "  or  de  couleur,"  which  is  fat.  To  render  the 
colours  more  durable,  they  must  be  used  very  thick,  and  must 
not  be  spared  when  they  are  used.* 

19.  The  colour  of  the  primed  canvas  is  called  "  couleur 
mate,"  that  is  to  say,  "  dead,"  on  account  of  the  fat  oil ;  and 
gold  is  applied  only  on  a  "  couleur  mate,"  called  "  or  couleur," 
which  is  made  of  divers  colours,  and  is  good  for  receiving  the 
gold  of  gildings  and  cornices.^ 


A  It  is  uncertain  whether  this  word  is  written  in  the  text  "  peindre  "  or 
^*  prendre/'  The  former  is  most  probable.  I  am  not  aware  that  oil  of 
chamomile  is  used  in  painting ;  but  from  the  manner  in  which  it  is  men- 
tioned in  the  text,  1  should  think  it  possible  that  it  may  have  been  used  to 
dilute  the  colours  or  varnish  in  the  same  way  as  distilled  linseed  oil,  oil  of 
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12.  Le  verdegris  est  aussi  fort  beau  emploie  avec  huille 
grasse. 

13.  La  perspective  et  la  geometrie  sont  les  fondemens  de  la 
peinture,  et  servent  a  donner  les  proportions  et  mesures  a  toutes 
choses,  et  faire  les  reconnoissances. 

14.  L'huile  de  camamine  est  tres  bonne  pour  prendre  [pein- 
dre  ?]  et  est  claire  comme  eau  de  roche. 

15.  On  degraisse  lesmaille  avec  laissive  que  Ton  fait  avec 
cendre,  puis  on  la  lave  avec  eaue  nette.  Le  savon  est  tres  bon 
pour  degraisser  et  nettoier  les  brosses. 

16.  On  sophistique  le  vermilion  avec  de  la  chaux,  pour  I'es- 
prouver  il  le  faut  mettre  sur  une  lame,  si  il  est  loyal  et  mar- 
chant,  estant  refroidy,  il  aura  sa  mesme  couleur,  mais  s'il 
garde  une  coste  noire,  et  devient  brun  et  noirastre,  c'est  signe 
qu'il  a  de  la  mechancete. 

17.  Le  vermilion  se  conserve  longtemps  s'il  est  a  convert, 
mais  a  I'air  le  soleil  et  la  lune  massacrent  sa  beaute,  et  meur- 
trissent  I'esclat  de  sa  vivacite. 

18.  Les  couleurs  grasses  demeurent  plus  longtemps  belles, 
d'ou  vient  que  Tor  dure  plus  qu'aucunes  couleurs,  cela  provient 
de  Tor  de  couleur  qui  est  gras,  aussi  pour  faire  demeurer  ses 
couleurs  plus  longtemps  belles,  il  les  faut  emploier  grasse^  et 
ne  point  espargner  les  couleurs  en  travaillant. 

19.  La  couleur  de  la  thoille  imprimee  se  dit  couleur  mate, 
c'est-a-dire,  qui  est  comme  mort,  a  cause  de  I'huile  grasse,  et 
Tor  ne  se  met  sinon  sur  une  couleur  mate,  ce  qu'on  dit  or 
couleur  qui  se  fait  de  diverses  couleurs,  et  est  bonne  pour 
recevoir  Tor  des  dorures  des  corniches. 


spike,  naphtha,  &c.  Oil  of  chamomile  is  mentioned  in  the  Bolognese  MS., 
p.  518. 

s  Lebrun  quotes  the  authority  of  M.  Thiesson  for  these  observations. 

^  Couleur  mate.     See  this  subject,  supra. 

From  this,  as  well  as  No.  7,  Cap.  I.,  it  appears  that  yellow  grounds  were 
used  at  this  period. 
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20.  In  pictures  exposed  to  the  air,  artificial  colours  should 
not  be  employed,  but  mineral  colours  and  earths  only,  sudi  as 
red  and  yellow  ochre,  yellow  earth,  umber,  green  eartih, 
English  red,  ^'  cendrees,"  smalt,  and  similar  pigments.  Smalt 
becomes  more  beautiful  by  being  exposed  to  the  sun  than  by 
being  left  in  a  close  situation ;  also  paintings  are  much  better 
when  exposed  to  the  air  than  when  kept  in  a  moist  and  dark 
place. 

20  a.  The  design  must  be  bold,  that  is  to  say,  the  attitude  of 
the  person  represented,  making  him  look  over  the  shoulder,  for 
that  gives  grace  and  elegance  to  a  picture. 

21.  Indigo  entirely  fades  if  exposed  to  the  sun,  and  so  does 
minium ;  indigo  also  fades  if  exposed  to  water. 

22.  To  preserve  pictures  from  dust  and  fly-marks  you  must 
take  some  white  of  egg  and  beat  it  until  it  becomes  like  rock- 
water,  and  varnish  the  pictures  with  this  :  when  necessary,  the 
white  of  egg  may  be  cleaned  by  passing  a  wet  cloth  over  the 
picture,  which  easily  removes  the  white  of  e^,  together  with 
the  dust  attached  to  it.     This  cannot  be  done  with  varnish. 

22  a.  One  of  the  principal  points  in  painting  is  to  balance 
the  figures  well  in  the  picture,  so  that  the  head  should  not  be 
beyond  the  foot  on  which  the  figure  is  placed,  for  this  would 
give  rise  to  great  faults. 

23.  Drying-oil  is  made  by  putting  some  nut-oil  into  a  pipkin, 
into  which  is  put  a  rag  containing  umber  and  minium,  which  is 
suspended  to  the  handle  of  the  pipkin,  and  then  boiled. 

24.  Fat  oil  is  made  by  putting  a  bag  of  litharge  into  a  pipkin 
with  oil,  and  boiling  it. 

25.  Or  the  litharge  may  be  ground  on  the  porphyry  with  oil 
made  into  a  little  ball  and  dried.  When  it  is  wanted  for  use 
it  is  boiled  until  the  litharge  is  dissolved,  and  when  cold  the 
oil  becomes  as  clear  as  rock-water. 
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20.  Un  tableau  pour  mettre  a  I'air,  on  n*y  doibt  point 
emploier  oouleurs  qui  sont  composees,  mais  seulement  les 
mineralles  et  qui  proviennent  de  terre  comme  ocre  rouge  et 
jaune,  terre  jaune,  terre  d'ombre,  terre  verd,  rouge  d'Angle- 
terre,  cendr^s,  esmailles  et  autres  semblables.  L'esxnail 
devient  plus  belle  au  soleil  qu*en  lieu  ferm^,  aussi  un  tableau 
se  porte  toujours  mieux  a  Fair  que  en  un  lieu  humide  et 
obscure. 

20  a.  B  faut  que  le  crayon  soit  hardi,  c'est-anlire,  le  posture 
du  personnage  qu'on  represente,  en  la  faisant  regarder  par  des- 
sus  I'espaule,  et  cela  donne  de  la  grace  et  orne  mieu  un  tableau. 

21.  L*inde  devient  toute  bla&rde  si  elle  est  mise  au  soleil, 
la  mine  toute  de  mesme  si  elle  est  a  V  eau ;  de  mesme  pour 
rinde. 

22.  Pour  conserver  les  tableaux  de  poussiere  et  chiure  de 
mouches,  il  faut  prendre  de  la  glaire  d'oeuf  et  la  battre  tant 
qu'elle  soit  devenue  comme  eaue  de  roche,  puis  les  vemir  avec, 
losquels  on  nettoie  quant  on  veut,  car  prenant  un  linge  mouille 
et  en  passant  par  dessus,  on  emportera  facillement  ladite  glaire 
a^ec  la  poussiere  attachee  dessus,  ce  qui  ne  se  pent  faire  avec 
vemy. 

22  a.  C'est  un  des  principaux  points  de  peinture  que  de 
bien  planter  les  figures  dans  le  tableau,  en  sorte  que  la  teste 
n'excede  la  pied  sur  lequel  la  figure  se  pose ;  car  autrement  il 
y  auroit  de  lourdes  fautes. 

23.  L'huile  siccative  se  fait  mettant  en  une  chopine  de  I'huile 
de  noix  dans  laquelle  on  y  met  un  linge  plain  de  terre  d'ombre 
et  mine,  que  Ton  pend  a  lance  du  pot,  puis  la  fait  on  bouillir. 

24.  Huille  grasse  se  fait  avec  de  la  litarge  que  Ton  met 
dans  un  sachet  en  xme  chopine  avec  de  Thuile,  puis  on  la  fait 
bouillir. 

25.  Autrement  on  broie  la  litarge  avec  huille  sur  le  por- 
phyre,  et  en  fait  on  petite  balle  que  Ton  fait  seicher,  puis  quand 
on  s'en  veult  servir,  on  les  fait  bouillir  jusques  a  ce  que  la  litarge 
soit  fondue  ;  puis  estant  froide,  elle  devient  clair  comme  eaue 
de  roche. 
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26.  This  oil  is  very  good  for  drying  the  colours  which  do  not 
dry,  such  as  common  lake,  fine  lake,  white  lead,  black,  ochre,  [?] 
and  other  similar  colours,  which  dry  slowly. 

27.  To  counterfeit  ebony,  take  lamp-black,  with  which  ink 
and  a  little  glue  are  mixed ;  some  persons  add  vinegar  instead 
of  the  glue ;  the  mouldings  are  then  passed  over  3  or  4  times 
with  this  composition,  and  afterwards  rubbed  with  a  piece  of 
rag  or  a  reed  to  polish  them.  After  this  they  are  rubbed  with 
a  waxed  cloth  or  with  a  piece  of  wax,  to  make  them  shine  like 
ebony.  If  there  are  any  spots,  they  are  to  be  removed  by 
rubbing  with  reeds. 

28.  To  make  all  kinds  of  polished  woods  take  the  colour  of 
ebony,  so  as  to  deceive  by  them. 

The  wood  which  is  to  be  made  the  colour  of  ebony  must  be 
rubbed  with  a  coat  of  "  eau  forte  d'esteinte,"  (?)  and  when 
dry,  3  or  4  coats  of  good  ink  which  does  not  contain  any 
gum,  must  be  applied.  The  wood  must  then  be  rubbed  with 
a  rag  or  cloth,  or  a  brush  made  with  Spanish  reeds,  and  after- 
wards for  a  long  time  with  wax ;  and  lastly,  wiped  with  a  clean 
cloth,  when  it  will  be  like  ebony. 

Note  that  the  wood  of  the  pear  tree  is  more  proper  than  any 
other  wood. 

29.  Ground  glass  mixed  with  the  colours  is  good  to  make 
them  dry. 

30.  To  make  wood  of  the  colour  of  Brazil  wood,  rub  it  with 
distempered  quicklime.  The  lime  penetrates  and  thus  makes 
it  of  a  red  colour.  If  the  wood  be  afterwards  rubbed  with  oil 
it  will  be  more  beautiful.  Remember  that  pear-tree  wood  is 
more  proper  for  this  than  any  other  wood,  because  it  is 
naturally  much  inclined  to  redden. 

31.  To  fix  the  tin  on  coats  of  arms,  take  some  parchment 
glue  with  a  little  honey,  and  boil  them  together.     Some  per- 
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26.  La  dite  huille  est  tres  bonne  pour  faire  seicher  les 
couleurs  qui  ne  seichent  point,  comme  lacque  fine  et  commune, 
blanc  de  plomb,  noir,  ocree,  [?]  et  autres  semblables  couleurs 
qui  sont  long  temps  k  seicher. 

27.  Pour  contrefaire  le  bois  d'ebene,  on  prend  de  noir  de 
fumee  avec  de  I'ancre,  et  un  peu  de  coUe  meslee  dedans, 
aucuns  y  mettent  du  yinaigre  au  lieu  de  la  dite  coUe,  puis  on 
passe  par  dessus  les  moulures  trois  ou  4  fois  avec  la  dite  com- 
position ;  apres  on  les  frottes  avec  un  chiflSre  ou  jonq  pour  les 
polir,  cela  estant  fait  on  les  frottes  avec  un  linge  cire  ou  avec 
un  morceau  de  cire,  pour  les  rendre  luisantes  comme  ebene, 
s'il  y  a  quelques  taches,  on  les  fait  en  aller  avec  des  joncs  a 
force  de  frotter. 

28.  Faire  prendre  couleur  d'ebene  a  toute  sorte  de  bois, 
pourveu  qu'il  soit  polli,  en  sorte  qu'on  si  pourra  tromper. 

It  faut  frotter  le  bois  qu'on  desire  teindre  en  couleur  d'ebene, 
d'une  couche  d'eau  forte  d'esteinte,  puis  estant  seiche,  faire 
trois  ou  quatre  couches  de  bonne  ancre  qui  ne  soit  point  gom* 
mee,  faut  frotter  le  dit  bois  avec  un  chiflre,  ou  linge,  ou  brosse 
faite  avec  joncqa  d'Espagne,  puis  le  refrotter  longuement  de 
cire,  apres  I'essuier  d'un  morceau  de  drap  net,  et  sera,  comme 
ebene. 

Notte,  que  le  poirier  y  est  plus  propre  qu'autre  bois. 

29.  Le  crista!  broye  mis  dans  les  couleurs  est  tres  bon 
pour  les  faire  seicher. 

30.  Pour  faire  bois  de  couleur  de  bresil,  il  faut  prendre  de 
la  chaux  vive  destrempee,  et  en  frotter  tres-bien  le  bois  qu'on 
desir  avoir  de  couleur  de  bresil.  La  chaux  penetrant  au 
dedans  le  fait  devenir  ainsi  rouge,  si  on  le  frotte  puis  apres 
avec  de  I'huile  il  en  sera  plus  luisaut.;  notte  que  le  poirier 
y  est  plus  propre  qu'autre  bois,  a  cause  que  de  soy  il  ne  demande 
qu'a  rougir. 

31.  Pour  asseoir  Testain  sur  des  armoiries,  on  prend  de  la 
coUe  de  parchemin  avec  un  peu  de  miel  que  Ton  fait  bouilHr 
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SODS  use  flour-paste.    If  the  tin  is  to  be  fixed  with  oil,  '^  or  de 
couleur  "  ^  is  to  be  used. 

32.  To  prime  a  eanyas  quickly,  so  that  a  person  may  paint 
on  it  the  same  day  that  it  has  been  primed,  you  must  grind 
together  some  parchment  glue  and  oil  priming,^  and  immedi- 
ately prime  the  canvas  with  this ;  it  will  harden  directly,  but 
this  priming  is  very  apt  to  scale  off  when  the  canvas  is  rolled 
up.* 

33.  Minium  in  the  flesh  colour  makes  a  beautiful  colouring 
without  ochre,  because  it  naturally  contains  ochre,  provided  that 
it  is  not  exposed  to  the  air ;  for  the  sun  causes  it  to  fade  and 
lose  its  beauty. 

34.  The  longer  the  canvas  has  been  primed  the  more  valu- 
able is  it,  for  the  colours  which  are  afterwards  laid  on  it  become 
brighter.* 

35.  If  one  desire  to  paint  in  oil  on  wax,  the  wax  must  first 
receive  a  coat  of  well-beaten  white  of  egg  to  cause  the  colours 
to  adhere,  and  also  to  enable  one  to  paint  on  it  more  easily ; 
the  white  of  egg  must  also  be  applied  on  glass  and  lead. 

36.  A  similar  coat  of  white  of  e^  is  also  applied  on 
marble  and  alabaster  before  laying  on  the  colours,  whether 
they  are  used  with  gum  or  with  oil. 

37.  Ivory  must  be  washed  with  the  water  which  is  found 
under  horse-dung, .  for  the  colours  cannot  be  applied  without 
this  secret  and  invention. 

38.  The  Atones  of  peaches  and  plums  burnt  and  extinguished 
in  vinegar  make  a  most  excellent  black. 

39.  To  make  blue  draperies  which  are  very,  beautifal,  and 
which  are  made  with  azure  in  powder,  first  paint  them  with 
black  and  white,  the  li^ts  being  very  strong  (i.  e.  very  white) 


1  Or  de  couleur.     See  p.  836. 

2  Oil  priming.    See  ante,  p.  772. 
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ensemble,  aucuns  ee  servent  de  colle  de  farine.    Sy  Ton  le 
veult  asseoir  en  huile,  on  prend  or  de  couleur. 

32.  Pour  impiimer  une  thoille  promptement  en  sorte  qu'on 
y  puis  peindre  le  meme  jour  qu'elle  aura  este  impritnee,  il  faut 
prendre  colle  de  parchemin  et  imprimure  en  huille,  puis  broyer 
le  tout  ensemble  et  aussitot  en  imprimer  sa  toille,  et  durcit 
incontinent,  mais  le  dit  iniprimure  est  suject  a  s'escailler  sitot 
que  Ton  enroUe  la  toille. 

33.  La  mine  dans  la  carnation  fait  un  beau  coloris  sans 
ocre,  a  cause  que  de  soy  elle  porte  son  ocre,  pourveu  qu'elle  ne 
soit  point  mise  a  Fair,  car  le  soleil  la  fait  devenir  toute 
blaffarde  et  massacre  sa  beaute. 

34.  Plus  les  thoilles  sont  vieilles  imprimees  tant  mieux 
valient,  les  couleurs  qu'on  met  pas  apres  dessus  en  deviennent 
plus  belles. 

35.  Sy  I'on  desire  peindre  sur  la  cire  avec  des  couleurs  en 
huyle,  il  faut  luy  donner  auparavant  que  d*y  appliquer  les 
couleurs,  une  couche  de  blanc  d'oeuf  battu  pour  les  faire  tenir, 
et  afin  aussi  d'y  peindre  plus  facilement,  il  faut  £aire  le  sem- 
blable  sur  le  verre  et  sur  le  plomb. 

36.  On  donne  a  Talbastre  et  au  marbre  semblable  couche  de 
glaire  d'oeuf  auparavant  qu«  d'y  mestre  les  couleurs,  soit  en 
gomme  ou  en  huile. 

37.  Sur  I'yvoire  il  fa^t  que  se  swt  avec  I'eau  qui  se  trouve 
sous  le  filmier  de  cheval,  car  on  n*y  pent  peindre  autrement ; 
les  couleurs  n'y  pouvant  estre  appliquees  que  par  ce  secret  et 
invention. 

38.  Les  noieaux  des  pesches  et  des  prunes  bruslees,  et 
d'estains  en  vinaigre  font  un  noir  tres  excellent. 

39.  On  fait  des  habits  bleu  qui  sont  fort  beau  et  se  font  avec 
azur  a  poudrer,  il  les  faut  faire  de  blanc  et  noir,  lesquelz  il 
faut  que  le  rehaut  soit  fort  clair  (c'est  a  dire  fort  blanc),  et  les 


3  It  must  be  previously  glued  with  flour  paste. — Note  by  Author, 

4  Because  the  surface  is  quite  hard,  and  the  colours  do  not  sink  into  it. 
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a^d  the  shades  very  dark,  so  as  to  appear  very  beautiful ;  they' 
must  then  be  powdered  with  "  azur."  ^ 

40.  To  illuminate  figures  or  medals,  either  of  plaster,  ala- 
baster, wood,  earth,  or  similar  things.  First  apply  a  coat  of 
clear  fish-glue,  and  then  the  colours  may  be  laid  on  with  gum^ 
Nothing  is  so  beautiful  and  brilliant  as  these  figures.  This 
secret  is  considered  rare,  and  is  of  the  first  importance  to  the 
illuminator.  The  glue  does  not  in  any  manner  fill  up  the  folds 
and  hollows  of  the  figures  as  other  glues  do ;  for  even  when 
painted  one  may  perceive  their  finest  lines  and  most  delicate 
hairs.* 

40  a.  Lamp-black  is  poison  among  the  other  colours,  as  well 
as  verdigris.  This  black  lasts  a  long  time,  and  is  very  easy 
to  use. 

41.  If  some  minium  be  mixed  with  white  lead  and  a  little 
fine  lake  a  most  beautiful  carnation  will  be  formed,  as  I  know 
from  experience. 

42.  If  a  little  umber  be  mixed  with  bone-black  and  common 
lake,  or  if  "  stil  de  grain"  be  mixed  with  common  lake  and  a 
little  minium,  a  most  beautiful  colour  for  shadows  will  be 
produced.  • 

43.  The  purple  colour  made  with  fine  lake  and  white  lead 
harmonizes  very  well  with  green,  white,  and  yellow  draperies. 

44.  Verdigris  is  added  to  charcoal  black,  or  lamp  black,  to 
make  these  colours  dry,  but  it  is  used  only  with  the  shadows^ 
for  it  is  a  poison  in  painting,  and  kills  all  the  colours  with 
which  it  is  mixed. 


1  Azure  in  powder.  This  appears  to  be  a  good  method  of  painting  blue 
draperies,  because  no  oil  is  necessary  but  that  which  cements  the  black  and 
white.  This  method  of  employing  azure  in  powder  was  common  in  France, 
as  appears  from  a  passage  in  the  Traits  de  Mignature  de  Cristophe  Ballard 
(Lyon,  1693— the  first  Edition  was  published  in  1682),  p.  217.     In  the 
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ombrages  fort  noirs  pour  paroistre  fort  beaux,  puis  les  poudrer 
avec  azur. 

40.  Si  Ton  veult  enluminer  quelques  images  ou  medale  soit 
de  piastre,  albastre,  bois,  terre,  et  autres  choses  semblables,  il 
faut  passer  par  dessus  une  eouche  de  coUe  de  poisson  fort  claire, 
puis  appliquer  dessus  ses  eouleurs  avec  de  la  gomme ;  on  ne 
voit  rien  de  si  beau  et  luisant  comme  sont  les  images  (ce  secret 
est  tenu  rare  et  est  des  premier  pour  Tenlumineur)  la  dite 
coUe  ne  remplit  aucunement  les  plis  et  creux  des  images  comme 
font  les  autres,  car  encore  bien  qu'elle  soient  peintes,  on  y  pent 
remarquer  jusques  au  moindres  traictz  et  cheveux  les  plus  deli- 
cats  qui  se  voient, 

40  a.  Lie  noir  de  fumee  est  venin  parmy  les  autres  eouleurs, 
ainsi  que  le  verdegris.  Ce  noir  dur  fort  long  temps,  et  s'y  est 
fort  facille  a  employer. 

41.  Si  Ton  mesle  parmy  le  blanc  de  plomb  de  la  mine  avec 
un  peu  de  fine  lacque,  cela  fera  une  tres  belle  carnation,  ainsy 
que  je  Fay  esprouve. 

42.  Si  Ton  y  mesle  im  peu  de  terre  d'ombre  avec  noir  d'os  et 
grosse  lacque,  il  fera  un  fort  belle  ombrage,  ou  bien  stil  de  grun 
et  grosse  lacque  avec  un  peu  de  mine* 

• 

43.  La  couleur  de  pourpre  faite  avec  fine  lacque  et  blanc  de 
plomb  revient  fort  bien  avec  les  habitz  verds,  et  les  blancs,  en- 
semble avec  les  jaulnes. 

44.  On  met  dans  le  noir,  soit  de  charbon,  ou  famee,  du  ver 
de  gris  pour  le  faire  seicher,  il  ne  s'en  faut  servir  que  dans  les 
ombrages,  car  il  est  venin  dans  la  peinture,  et  fait  mourir  tons 
les  eouleurs  parmy  lesquelz  il  est  meslez. 


latter  work  the  azure  is  called  '*  email/'  and  was  probably  smalt  or  the 
Italian  Smaltino,  which  all  persons  agree  was  extremely  difficult  to  use  on 
account  of  its  gritty  texture.    And  see  Mr.  Eastlake's  *  Materials,  &c.)^ 
p.  456. 
2  P.  Anselme. — Margined  note  by  Author, 


-^   I 
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CHAPTER  IX. 

HOW  TO  fiPEAK  OP  BEAUTIFUL  PAINTINGS. 

I.  That  is  not  painting,  it  is  nature ;  and  those  figures  loofc 
at  the  spectators^  but  with  so  natural  a  look  that  yon  would 
swear  they  are  alire. 

2.  Do  you  see  those  fish  ?  Why  they  would  swim  if  you 
were  to  pour  water  on  them  I  Then  look  at  those  birds,  which 
would  fly  away  and  pierce  the  sky  unless  they  were  secured, 
they  are  so  well  done. 

3.  Is  it  possible  that  the  pencil  can  haye  given  such  softness 
by  such  rough  touches,  and  that  such  apparent  carelessness 
should  be  so  attractive  ? 

4.  When  painting  was  in  its  infancy,  and  a  Suckling,  painters 
bandied  the  pencil  so  clumsily,  and  their  works  were  so  badly 
executed,  that  they  were  obliged  to  write  linder  to  object  "  this 
is  an  ox,"  otherwise  you  might  have  taken  it  for  a  quarter  of 
veal,  but  at  the  present  time  painters  are  obliged  to  write  under 
the  figures  "  these  are  painted,"  lest  the  spectator  should  fancy 
that  they  are  dead  figures  glued  tb  the  eanvds,  and  they  apipear 
like  Uving  beings  without  motion,  .from  being  so  well  executed. 

5.  Rich  pictures  must  be  spok^  of  as  if  th^y  were  real 
objects,  not  imitation.  See  how  those  dolphins  play  in  the  water 
which  they  have  so  agitated,  and  look  at  the  birds,  some  of 
them  warbling  on  the  branches,  others  flying  away'alid  dis- 
appearing in  the  clouds  I 

6.  Apelles  painted  what  could  not  be  painted :  one  might 
hear  the  roar  of  the  thunder,  and  the  cracklipg  of  the  clouds, 
flashing  with  lightning. 

7.  See  how  well  the  folds  of  that  drapery  are  arranged! 
Look  at  those  snow  white  hands,  where  the  veins  seem  to  swell 
at  each  beat  of  the  pulse  !  See  how  those  muscles  grow  and 
swell !  One  may  count  the  ribs,  and  the  body  is  as  well  done 
as  if  Nature  herself  had  formed  it !  Is  it  natural  and  real,  or 
is  it  produced  by  art  ? 

8.  Why  did  you  give  this  horse  a  bridle,  this  horse  which  is 
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CHAPITRE  IX. 

LA  FA9ON  DE  PARLEB  DES  BEAUX  TABLEAUX. 

1.  Cela  n'est  pas  peinture,  mais  nature  et  ces  personnages 
la  regardent  tous  ceux  qui  les  regardent,  mais  d'une  oeillade 
si  naifve  que  vous  jureriez  qu'ils  sont  en  vie. 

2.  Voyez-vous  ces  poissons  la,  si  vous  versez  dessus  de  Teau 
ils  nageront,  car  rien  ne  leur  manque  et  les  oyseauz  s'ils  n'es- 
toieiCt  attachez  ils  prendroient  I'air,  et  fendroient  le  ciel,  tant 
sont  ils  bien  faitz. 

3.  Comme  est  il  possible  que  le  pinceau  ait  couche  tant  de 
douceurs  sous  ces  traitz  si  rudes,  sons  des  couleurs  si  rudes,  et 
que  parmy  tant  de  nonchalance,  on  ait  couche  tant  d'attraits. 

4.  Quand  la  peinture  estoit  encore  au  berceau  et  a  son  pre- 
mier laict,  le  pinceau  estoit  si  niais,  les  ouvrages  si  lourds,  qu'il 
falloit  escrire  dessus :  c'est  un  bceuf,  autrement  vous  eussiez 
pris  cela  pour  \m  quartier  de  veau,  maintenant  il  faut  mettre 
dessous,  qu'un  tel  peignoit  de  peur  qu'on  ne  crut  que  ce  sont 
des  morts  qu'on  a  colle  sur  la  toile,  et  des  personnages  vivants 
sans  vie  tant  le  tout  est  bien  fait. 

5.  Pour  parler  des  riches  peintures,  il  en  faut  parler  comme 
si  les  choses  estoient  vrayes,  non  pas  peintes.  Voyez,  je  vous 
prie,  comme  ces  dauphins  foUastrent  dans  ces  bouillons  d'eau 
qu'ils  soulevent.  Comme  ces  oyseaux,  perchez  sur  ces  ramees 
gazouilles^  voi  les  qu'ils  s'envolent  et  se  cachent  dans  les  nuees. 

6.  Apelles  peignoit  ce  qui  ne  se  pouvoit  peindre :  on  oyoit 
craquer  lestonnerres  et  les  tintamares  des  nuees  esclattantes  et 
toutes  trenchees  d'esclaires. 

7.  Voyez  comme  ce  drap  est  bien  plisse,  voyez  ces  mains  de 
neige  ou  les  veines  s'enflent  et  semblent  battre  a  la  cadance  du 
poux ;  voyez  ces  muscles  comme  ils  se  poussent  et  s'enflent ; 
on  pent  center  les  costes  de  ce  corps,  tout  le  corps  est  aussi 
bien  fait  que  si  la  nature  I'avoit  faconne  de  ses  mains,  mais 
encore  est  ce  peinture  ou  nature,  verite  ou  artifice  ? 

8.  Mon  amy,  pourquoy  avez  vous  donne  une  bride  a  ce  che- 
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running  at  full  gallop,  foaming  at  the  mouth,  and  looking  as  if 
it  were  out  of  breath  ?  I  did  it  on  purpose,  for  with  two  more 
bounds  he  would  have  been  out  of  the  road  and  out  of  the  can- 
vas, so  you  see  I  was  obliged  to  hold  him  back  by  a  bit ;  see 
how  it  makes  him  rear  and  caper  I 

9.  How  finely  and  gracefully  this  ground  is  broken  and  trel- 
lised ! — you  would  swear  that  it  was  hollow  and  very  deep. 

10.  See  bow  these  springs  rise  on  the  tops  of  the  mountains, 
and  how  the  pencil  of  the  painter  makes  these  brooks  to  flow  as 
well  as  Nature  could  do  I  They  pursue  their  course  full  of 
small  ripples,  so  agreeable  to  those  lively  little  fish  that  swim 
between  the  waves.  Look  at  the  ducks  gliding  among  the 
herbs,  and  see  how  they  dive,  raising  heaps  of  little  threads  or 
hair-like  lines  of  water !  but  you  had  better  move  back  a  little, 
lest  they  should  sprinkle  or  splash  you  by  shaking  and  beating 
the  water  with  their  feet. 

11.  The  pictures  of  PMlostratus  are  excellent  in  this  respect, 
and  will  make  you  very  rich  in  these  matters. 


CHAPTER  X. 

A  TREATISE  CONCERNING  THE  GREATEST  PAINTERS  OF  THE 

WORLD. 

The  first  painters  of  reputation  whose  works  are  seen  with 
admiration,  and  that  not  only  on  account  of  their  antiquity,  are 
Polygnotus  and  Ataglarphon,^  whose  simple  method  of  using 
one  colour  only  is  even  now  practised  by  some,  and  is  so  esteemed, 
that  these  first  elements  of  the  new-born  art  are  preferred  to  the 
works  of  the  great  masters  who  followed  them,  from  a  certain 
ambition,  as  I  presume,  of  attributing  to  themselves  a  more 
particular  knowledge  of  things  out  of  the  common  way.     After- 


Probably  Aglaopho. 
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Yal  qui  court  de  tout  sa  puissance  et  jette  son  escume  a  gros 
bouillons  ^t  est  hors  d'haleine  ?  Je  I'ay  fait  a  dessein,  car  en 
dttux  bonds  il  se  fiit  jette  hors  de  In  carriere  et  hors  la  thoile ; 
il  la  fSsfcUu  retenir  par  forche,  voyez  comme  par  despit  il  s'en 
cabre. 

9.  Mon  Dieu,  que  ce  fonds  est  hache  bien  menu  et  trellissee 
de  bonne  grace,  vous  jureriez  que  c'est  une  chose  creuse  et  bien 
profonde. 

10.  Voyez  comme  ces  fontaines  sordent  des  croupes  de  ces 
montagnes,  comme  la  main  du  peintre  meineles  ruisseaux  ausd 
bien  que  scauroit  faire  la  nature,  ils  poussent  hors  par  endroits 
tout  plein  de  petits  surjons  bouillonnans  commode  a  ces  petits 
foUastres  de  poissons  qui  nagent  entre  flot  et  flot.  Voyez  comme 
ces  canards  se  coulent  parmy  ces  herbes  et  couyillent,  Voyez 
la  comme  ils  se  plongent  boursou£9ant  centre  mont  de  petits 
brins  et  filet  d'eau,  retirez  vous  un  peu  a  I'escart,  de  peur  qu'il 
ne  Yous  aspergent  et  mouillent  en  fretillant  ainsi  des  pattes  et 
battant  Feau. 

11.  Philostrate  en  ses  tableaux  est  excellent  en  cecy,  et  vous 
fera  riche  en  ceste  matiere. 


CHAPITRE  X. 


traicte  touchant  les  plus  exgellens  peintres  de 

l'univehs. 

Les  premiers  peintres  de  reputation  dont  les  ouvrages  se 
voient  avec  admiration,  et  non  seulement  en  recommendation  et 
faveur  de  leur  antiquite,  furent  Polygnotus  et  Ataglarphon,^ 
desquels  le  traict  tout  simple  et  d'une  seule  couleur,  se  fait 
encore  aujourd'huy  par  aucuns  tellement  estimer,  qu'ils  pre- 
ferent  ces  premiers  elementz  de  Tart  qui  ne  faisoit  encore  que 
de  naistre,  aux  ouvrages  de  ces  grands  maistres  qui  ont  este 
depuis,  par  certaine  ambition,  comme  je  presiune,  de  s'attribuer 

I  Quintilian,  ch.  xvi.,  liv.  12. — Marginal  note  by  Author, 
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wards  Zeiuis  and  ParrhasiuB,  almost  contemporaries,  contri- 
buted greatly  to  the  advancement  of  this  art.  Zenxis  is  said  to 
have  discovered  the  art  of  painting  in  relief  by  means  of  li^t 
and  shade,  while  Parrhasius  proceeded  to  study  delicacy  and 
neatness  of  touch,  for  Zeuxis  was  the  first  who  gave  substance 
and  living  flesh  to  the  limbs  of  his  figures,  as  he  found  this  maimer 
more  magnificent  and  august.  In  this  he  is  said  to  have  imi- 
tated Homer,  who  represents  the  most  robust  figures  a&  the  most 
beautiful,  even  when  speaking  of  women.  Parrhasius  limited 
and  determined  all  that  concerns  painting,  so  that  he  has  ac- 
quired the  name  of  the  Legislator,  inasmuch  as  all  succeeding 
painters,  as  if  compelled  by  necessity,  have  followed  him  in  his 
manner  of  representing  the  gods  and  heroes.  The  art  of  paint- 
ing flourished  principally  in  the  time  of  Philip  and  Alexander, 
but  in  diflerent  degrees.of  perfection.  Protogenes  was  studiously 
elaborate ;  Pamphilus  and  Melanthius  possessed  a  fine  style ; 
Antiphilus  worked  with  great  facility ;  Theo  of  Samos  was 
wonderfully  inventive  and  fiill  of  great  imagination  in  design ; 
Apelles  excelled  in  the  beautiful  and  ingenious  disposition  of  his 
subjects,  and  in  his  unequalled  grace  in  painting  amorous  sub- 
jects, of  which  he  made  his  boast ;  and  Euphranor  was  admired 
because,  being  among  those  most  skilled  in  literature,  he  occa- 
sionally proved  himself  an  excellent  painter  and  sculptor. 
Among  the  modem  painters  we  may  mention  Michael  Angelo, 
Rafiaello  d'Urbino,  Chivoly  (Cigoli  ?)  Buonarotti  [I]  Parmi- 
^ano,  Salviati,  Polidor  of  Parma,  and  Titian.  But  Michael 
Angelo  was  greater  in  sculpture  than  in  painting.  Bassano  was 
one  of  the  most  esteemed  of  his  time,  although  there  was  a  cer- 
tain roughness  in  his  sty le.^  Antonio  Tempesta,  an  Italian,  de- 
signed very  cleverly,  and  for  hunting  scenes  is  unequalled,  TTie 
Carracci  are  three  Italian  brothers,^  who  are  unequalled  by  any 
of  their  contemporaries,  and  paint  with  such  grace  that  they  are 

^  Leonardo  da  Vinci,  one  of  the  most  remarkable  of  painters,  was  never 
satisfied  with  his  works,  few  of  which  he  completed,  because,  it  is  said,  that 
he  could  never  realise  vvith  his  hand  the  conceptions  of  his  mind. 

^  This  is  a  mistake.  Annibale  and  Agostino  Carracci  were  brothers ; 
Ludovico  was  their  elder  cousin. 
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tine  propre  et  plus  particuliere  intelligence  de  telles  choses  an 
dela  du  commun.  En  suite  Zeuxis  et  Parrhasius,  presque 
contemporains,  adjousterent  grandement  a  cest  art  de  peinture. 
On  tient  que  Zeuxis  trouva  la  maniere  de  peindre  de  relief  par 
le  moien  des  jours  et  des  ombres,  et  que  Parrhasius  s'etudia 
d'avantage  a  la  delicatesse  et  nettete  du  traict,  car  Zeuxis  fdt 
le  premier  qui  donna  du  corps  et  de  la  chair  vive  aux  membres 
de  ses  figures,  trouvant  ceste  maniere  plus  magnifique  et  plus 
auguste ;  et  comme  ils  tiennent  imitant  en  cela  le  poete  Homere, 
qui  nous  represente  les  figures  les  plus  robustes  pour  les  plus 
belles,  mesmes  en  femmes ;  quant  a  Parrhasius,  il  a  tellement 
compris  et  determine  tout  ce  qni  conceme  la  peinture,  qu'il  en 
a  remporte  le  nom  de  legislateur,  d'autant  que  tons  les  auteurs 
comme  par  necessite  forcee,  le  suyrent  en  sa  maniere  de  repre- 
senter  les  dieux  et  les  heros.  Or  la  peinture  fleurit  principale- 
ment  environ  le  temps  de  Philippe,  et  jusques  aux  successeurs 
d' Alexandre,  mais  en  diverses  parties  de  perfection,  a  part  Pro- 
togenes  estoit  grandement  studieux  de  bien  elaborer  ses  ouv- 
rages,  Pamplius  et  Melanthius  tenoient  une  belle  maniere,  An- 
tiphilius  travailloit  avec  grande  facilite,  Theon  de  Samos  estoit 
merveilleusement  inventif  et  plain  d'imaginations  pour  le  des- 
sein,  Apelles  excelloit  en  belle  et  ingenieuse  disposition  et  grace 
nompareille  de  peindre  amoureusement  dont  luy-mesme  se 
yaatoit,  Euphranor  se  fait  admirer  en  se  questant  des  mieux 
pourveu  de  bonnes  lettres,  il  estoit  quant  et  quant  un  merveil- 
leux  ouvrier  de  peinture  et  sculpture,  ensuit  de  ceux  cy  sont 
ensuivi  plusieurs  excellents  maistres  comme  Michel-Ange, 
Raphael,  Urbain,  Chivoly,  Bonnarot,  Parmesan,  Salviat,  Poli- 
dore  de  Parme  et  du  Titian,  mais  Michel-Ange  estoit  tenu  pour 
plus  grand  ouvrier  en  fait  de  sculpture  que  de  platte  peinture. 
Basan  estoit  des  mieux  estime  de  son  temps,  touteflbis  avoit 
une  maniere  rude  en  ses  ouvrages.    Anthonio  Tempeste  Italien 

'  Leonard  de  Vinci,  peintre  singulier  entre  les  aatres,  ne  se  contentoit 
jamais  d'ouvrage  qu'il  pent  faife,  et  n'en  menoit  que  pen  au  point  jusqu'a 
totale  perfection,  etdisoit  que  cestoit  a  cause  que  sa  main  ne  pouvoit  atteindre 
k  la  conception  de  son  entendement. — Note  by  Author. 
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admired  by  every  one.  Peter  Paul  Rubens  is  a  very  clever 
man  and  a  Fleming ;  it  was  he  who  worked  at  the  Luxem- 
bourg. Laurence  Dubry,^  a  Fleming,  is  considered  one  of  the 
best  landscape  painters.  M.  Bunel'  is  the  best  painter  in 
France ;  he  worked  at  the  Tuileries  and  in  the  galleries  of  the 
Louvre ;  his  two  best  paintings  are  an  Assumption  and  a  *^  Pen- 
tecost ;"  one  is  at  the  '^  Feuillans  "  and  the  other  at  the  Augus- 
tines  at  Paris ;  they  are  his  latest  works,  and  were  executed  a 
short  time  before  he  died.  Freminet,'  who  left  the  unfinished 
paintings  at  Fontainebleau,  has  been  highly  esteemed.  Vouet^  is 
considered  one  of  the  best  of  the  present  day.  Vaulezar  is  re- 
puted to  be  very  clever  in  painting  and  perspective.  Lallemand ' 
also  is  highly  esteemed.  M.  Thiesson  is  also  a  very  clever 
man. 


CHAPTER  XI. 

OF  "  E6TOFFERIE,"  *  OR  HOW  TO  GILD. 

Painters  use  three  kinds ;  viz.  groimd  gold,  aurum  cantusum, 
which  serves  for  illuminating  images,  or  writing  with  the  pen- 
cil ;  burnished  gold,  aurum  politum ;  this  word  "  bruni "  has 
two  meanings ;  sometimes  it  means  to  shade  and  make  brown, 
sometimes  to  polish  and  lighten ;  and  "  or  mat,"  aurum  impoli^ 
tum.     "Mat"  comes  from  the  Greek  puxraw^,  stultus,  de- 

J  Perhaps  one  of  those  pamters  brought  from  the  Netherlands  by  Am- 
brose du  Bois  and  Jean  de  Hoiy,  and  who  assisted  in  painting  in  the 
Luxembourg.     (Felibien,  Vol.  II.  p.  114.) 

«  Jacob  Bunel,  painter  to  the  King  of  France.  He  was  bom  at  Blois 
in  1558.  His  father,  Franyois  Bunel,  was  also  a  painter.  Jacob  painted 
with  Breuil  in  the  small  gallery  of  the  Louvre.  Felibien,  &c.  Vol.  I.  p.  712. 

3  Martin  Freminet,  a  native  of  Paris.  He  succeeded  Du  Breuil  in  the 
works  of  the  Louvre  and  Fontainebleau,  and  was  chosen  painter  in  ordinary 
to  the  King.    He  was  in  great  favour  with  Henry  IV.  and  Louis  XIII., 
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tres  habil  homme  pour  le  dessein,  mais  pour  des  chasses  il  est 
sans  pareille.  Les  Caraches  sont  trois  freres  italiens  des  meil- 
leurs  qui  aoit  pour  les  present,  et  peignent  de  si  belle  grace  qu'il 
se  font  admirer  de  tout  le  monde.  Pierre  Paul  Rubens  tres 
habil  homme  fiaman  de  nation,  c'est  celuy  qui  a  travaille  a  Lux- 
embourc.  Laurens  Dubry  flaman  est  tenu  des  meilleurs  pour 
le  paysage.  Monsieur  Bunel  estoit  le  meilleur  peintre  de  la 
France,  il  a  travaille  aux  Thuilleries  et  aux  galleries  du  Louvre, 
les  deux  meilleurs  pieces  qu'il  ait  jamais  fait  sont  une  assomp- 
tion  et  une  pentecost ;  Tune  est  aux  feuillan  et  I'autre  aux  Au- 
gustins  a  Paris ;  ce  sont  les  deux  demieres  pieces  qu'il  fist  quel- 
que  peu  de  temps  auparavant  que  de  mourir.  Freminet  a  este 
aussi  grandement  estime,  c'est  celuy  qui  a  laisse  les  peintures 
de  fontaine  blau  imparfaite.  Vouet  est  estime  des  meilleurs 
d'aujourd'huy.  Vaulezar  est  estime  tr^s  habile  homme  pour 
la  peinture  mesme  pour  la  perspective.  Lallemand  est  aussi 
fort  estime.     Monsieur  Thiesson  est  aussi  tres  habil  homme. 


CHAPITRE  XL 
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Les  peintres  se  servent  de  trois  sortes,  d'or  moulu,  aurum  con- 
tusum  qui  est  propre  pour  enluminer  les  images  ou  escrire  avec 
le  pinceau  ;  d'or  bruni,  aurum  politum,  ce  mot  brunir  a  deux 
significations,  quelquefois  il  signifie  rendre  brun  et  obscure  et 
quelquefois  poUir  et  esclaircir ;  et  d'or  mat,  aurum  impolitum, 
mat  vient  du  grecq  mataios,  stultus,  demens,  inneptus ;  et  en 

but  did  not  live  long  to  enjoy  his  honours,  dying  in  1619,  before  he  had 
completed  the  chapel  at  Fontainebleau.     See  Felibien,  p.  114. 

*  Vouet,  Simon,  born  at  Paris  in  1682,  died  1641.  Fdlibien  says  that 
France. is  indebted  to  him  for  having  revived  the  good  manner  of  painting, 
and  for  having  educated  a  number  of  pupils,  many  of  whom  afterwards 
rose  to  eminence. 

^  Lallemand,  Georges,  a  native  of  Nancy.  He  executed  a  number  of 
designs  for  tapestry,  and  many  pictures  in  churches. 

^  Estofferie — the  Estofado  of  the  Spanish.    See  Pacheco,  p.  352. 
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mens,  ineptos ;  and  in  Italian  mat  signifies  silly^  so  that  *^  or 
mat "  is  dUygold^  without  brilliancy  and  splendour.  Matois,  i.  e* 
a  do-nothing,  a  fool,  and  a  good-for-nothing  follow ;  it  is  gene- 
rally taken  for  a  sharp  and  cunning  man,  per  aTOiphrasim  quasi 
minime  stultus.  It  would  also  seem  that  tibis  word,  check*mate, 
and  give  check,  and  ^'  mate/'  are  derived  from  this  root,  mean- 
ing to  stun  a  person,  and  exhaust  all  his  resources ;  the  Ita- 
lians are  great  chess-players,  the  expression  check-mate  being 
derived  from  them. 

It  may  also  be  said  that  this  word  mat  or  mate  is  derived 
from  the  game  of  chess,  so  common  among  the  Indians  and 
Persians,  for  both  nations  call  this  by  the  same  name.  Tliey 
call  this  game  Scha^  i.  e.  king ;  and  Schatrah,  i,  e.  the  game 
of  king ;  as  also  schamate^  which  means  ^'  the  king  is  dead," 
just  as  we  say  check-mate ;  so  that  '^  or  mat "  is  a  dead  or  dull 
gold,  as  opposed  to  a  lively  and  brilliant  gold.  These  words 
are  taken  from  the  author  of  the  '  States  and  Empires,'  in  the 
abridgment  of  his  history  of  the  kings  of  Persia,  article  *  Nex- 
ere  anauxion,  31  Roy.'  ^^  Mat "  signifies  also  a  moist  or  flat 
colour. 

First,  ground  Gold.^ — To  grind  fine  gold,  so  that  one  may 
paint  or  write  with  it  with  the  pencil,  you  must  take  gold  leaf 
with  4  drops  of  honey,  mix  the  whole  together,  and  put  it  in  a 
small  glass  vessel ;  when  wanted  for  use,  it  must  be  distem- 
pered with  gum-water. 


Another  mode  of  grinding  Gold, — A  proper  quantity  of 
beaten  gold  or  silver  is  to  be  spread  inside  a  smooth  glass 
cup,  and  moistened  with  clear  water.  The  leaves  are  then 
rubbed  with  the  finger,  wetting  them  occasionally,  and  not 
spreading  them  too  much  while  rubbing ;  this  process  is  con- 
tinued until  all  the  leaves  of  gold  are  well  ground,  continually 
adding  water.      When  they  are  properly  ground,   the   cup 


I  Ground  gold.     Note  hy  Author^.  '*  Le  Sieur  Alexis."    It  is  a  transla- 


r 


DE  L'ESTOFPERIE,  OU  MANIEBE  DE  DORER.  8a3 

laBgue  italique,  mat,  signifie  sot,  de  fagon  qne  or  mat  est  un 
or  qui  est  sot  et  sans  esclat  et  splendeur.  Matois,  id  est 
homme  vain  qui  ne  fait  rien  qui  yaille  un  plaisant  et  yaurain 
[vaurien].  On  le  preiKl  ordinairement  pour  un  homme  fin  et 
ruse  j9^  antiphrasim  quasi  minime  stvltus^  il  semble  aussi  que 
ce  mot  des  eschets  mat,  comme  donner  eschets,  et  mat  vient 
dela,  Youlant  dire  rendre  une  personne  toute  estourdie  et  au 
bout  de  son  roulait ;  les  Italiens  sont  fort  grands  joueurs 
d'eschets,  leur  ayant  donne  ce  mot  de  mat. 

On  peut  aussi  dire  que  ce  mot  de  mat  ou  mate  est  derive  du 
jeu  des  Eschets  fort  familier  aux  peuples  Indiens  et  Persans 
qui  tous  deux  usent  en  icelluy  de  mesme  noms,  car  ils  appel- 
lent  ce  jeu  schd,  c'est  a  dire  roy  et  schatrah  jeu  de  roy,  comme 
aussi  schamate  qui  signifie  le  roy  est  mort,  c'est  ce  que  nous 
disons  eschets  et  mat ;  de  sorte  que  or  mat  c'est  un  or  mort 
ou  mome  qui  n'est  point  vif  ny  esclattant ;  ces  mots  icy  sont 
tirfe  de  Fautheur  des  Estats  et  Empires  en  Tabrege  de  I'his- 
toire  des  roys  de  Perse,  article  de  Nexere  anauxion  31  roy. 

Mat,  signifie  aussi  une  couleur  moite  et  grasse. 

Premier^  Or  moulu. — Pour  broyer  I'or  fin  duquel  on  puis 
peindre  ou  escripre  avec  le  pinceau.  H  faut  prendre 
feuilles  d'or  battu  et  quatre  gouttes  de  miel,  meslez  le 
toute  ensemble  et  les  mettres  en  un  comet  de  verre,  et  quand 
on  s'en  veult  servir,  il  le  faut  detremper  avec  de  Teau  de 
gomme. 

AtUre  maniere  de  hroyer  tOr. — On  prend  autant  d'or  et 
d'argent  battu  que  I'on  veut  et  les  estend  on  en  une  tasse  de 
verre  bien  unie  mouillee  d'eau  clair,  puis  les  broyer  avec  le 
doigt  en  les  mouillant  aucune  fois,  mais  il  ne  les  faut  pas 
trop  estendre  en  les  broyant  et  ainsi  continuer  jusque  a  ce  que 
toutes  les  feuilles  d'or  soient  bien  moulues  en  y  adjoustant 
tousjours  de  I'eau  et  quand  ils  semblent  assez  broyee  il  faut 

tion  of  a  recipe  in  the  first  part  of  the  Secreti  of  D.  Alessio  Piemontese, 
Lib.  V. 
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must  be  filled  with  fresh  water  and  stirred  well.  The  gold 
is  then  left  for  ^  an  hour  to  settle,  after  which  the  water  is 
poured  off,  and  the  gold  remains  at  the  bottom  of  the  cup. 
Thi»  is  dried,  and  when  used  is  distempered  with  gum-water. 
This  is  the  best  way  of  grinding  gold. 


Burnished  Gold. — ^To  make  the  ground  for  burnished  gold, 
you  must  take  Armenian  bole  of  the  size  of  a  nut,  according 
to  the  quantity  which  is  to  be  made ;  bloodstone,  of  the  size 
of  a  bean ;  roche  alum,  of  the  size  of  a  pea ;  and  a  little 
vermilion,  to  colour  the  mordant,  with  a  burnt  crust  of  bread 
to  make  it  dry ;  the  whole  ground  on  the  porphyry  with  a 
little  water  and  glue. 

Another  mode : — ^Take  Armenian  bole  of  the  size  of  a  bean, 
a  little  more  or  less  according  to  the  quantity  which  is  to  be 
made ;  half  as  much  of  bloodstone,  with  a  clove  of  garlic,  and 
a  little  tallow,  the  whole  ground  up  together  with  soap-suds 
and  a  little  glue. 


Another  way : — You  must  take  gypsum  of  the  size  of  a  nut, 
Armenian  bole  of  the  size  of  a  bean,  the  same  quantity  of  he- 
patic aloes,  and  one-third  as  much  of  sugar  candy  ;  powder 
each  ingredient  separately,  then,  putting  them  all  together, 
you  must  finally  add  a  little  "  civette  "  or  a  little  honey. 

Another  way : — Take  equal  quantities  of  fine  gypsum,  he- 
patic aloes,  and  Armenian  bole,  distempered  with  some  white 
of  egg  which  has  been  strained  through  a  linen  cloth.  If  this 
composition  is  too  stiff,  it  is  to  be  distempered  with  fresh 
water. 

Another  way : — Lay  on  the  gold  with  well-gummed  water 
alone ;  and  this  method  is  very  good  for  gilding  parchment  or 
skin.  You  may  also  use  fresh  white  of  egg  or  fig  juice  alone 
in  the  same  manner. 
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emplir  la  tasse  d'eau  fraiche,  efc  Tesinouyoir  tres  bien ;  cela 
fait  il  les  faut  laisser  reposer  une  demye  heure,  puis  on  coule 
I'eau  hors,  Tor  demeurant  au  fond  de  la  tasse  qu'on  laisse 
seicher,  et  Tor  que  Ton  s'en  veut  aider  et  servir,  on  le 
destrempe  avec  de  I'eau  gommee,  cecy  est  la  plus  belle 
maniere  qu3  soi't  pour  faire  Tor  moulu. 

Or  brum, — Pour  faire  Tassiette  a  dorer  d'or  bruny,  il  faut 
])rendre  bol  armenique  environ  la  grosseur  d'une  noix  selon 
la  quantite  que  Ton  en  veult  faire,  la  grosseur  d'une  febvre 
de  sanguine,  alliin  de  roche  la  grosseur  d'un  poix,  et  un 
peu  de  vermilion  pour  donner  couleur  a  la  dite  assiette, 
avec  une  crouste  de  pain  bruslee  qui  sort  pour  faire 
seicber,  le  tout  broyez  avec  un  peu  d'eau  et  coUe  sur  le 
porpbyre. 

Auti*ement : — On  prend  la  grosseur  d'une  febvre  debol  arme- 
nie  peu  plus  peu  moins,  selon  la  quantite  que  I'on  desire  en  faire, 
et  la  moitie  d'autant  de  sanguine,  avec  Toeil  d'un  ail,  et  un  peu 
de  suif  de  chandelle,  le  tout  broye  av€C  de  I'eau  savonnee  en 
y  ajoustant  un  peu  de  coUe. 


Autrement :— II  feut  prendre  gipsum  de  la  grosseur  d'une 
noix,  bol  armenique  la  grosseur  d'une  febvre,  aloe  epatique  la 
grosseur  d'une  febvre,  et  un  tiers  de  succre  candy ;  etampe 
chacun  a  part  soy  et  mettant  I'un  sur  I'autre  on  y  applique  a 
la  fin  un  peu  de  civette  ou  de  miel. 

Autrement : — ^On  prend  gipsum  fin,  aloe  epatique,  bole  ar- 
menique, autant  de  I'un  que  de  I'autre,  destrempe  avec  de  la 
glair  d'oeuf  frais,  laquelle  on  aura  coule  par  un  linge  ;  et  si  la 
dite  assiette  est  trop  forte,  on  la  destrempe  avec  de  I'eau 
fraicbe. 

Autrement : — On  prend  de  I'eau  bien  gommee,  et  avec  icelle 
seule  on  met  I'or ;  et  est  (la  dite  assiette)  bonne  sur  parchemin 
ou  sur  peaux.  Le  mesme  pent  on  faire  avec  de  la  glaire  d'oeuf 
fraiz,  et  aussi  avec  laict  de  figue  senile. 

VOL.  n.  2  L 
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Remember,  that,  previous  to  laying  on  the  gold,  the  subject  to 
be  gilded  must  have  seven  coats  of  Spanish  white  distempered 
with  tolerably  strong  parchment  glue,^  which  must  be  smoothed 
with  a  linen  cloth  dipped  in  clear  water,  and  then  rasped  or  po- 
lished to  make  it  smoother.  When  this  is  done,  two  coats  of  the 
above-mentioned  mordant  are  laid  on  it,  and  when  these  are 
dry,  it  is  cleaned  with  a  piece  of  frieze.  When  the  gold  is  to 
be  aj^lied,  the  preparation  is  moistened  with  a  pencil  dipped 
in  clear  water,  and  the  gold  laid  on.  It  is  then  allowed  to 
dry,  after  which  it  is  polished  with  the  tooth  of  a  dog  or  wolf, 
and  a  beautiful  burnished  gold  is  the  result. 

If  there  are  any  defects  in  the  gold  afler  it  is  polished,  a 
piece  of  gold  is  to  be  laid  on  the  defective  part,  and  attached 
with  the  breath,  and  then  polished. 

To  gild  on  copper  with  burnished  gold,  the  copper  must  first 
be  polished  and  made  red  hot,  in  order  to  apply  the  gold  with 
the  agate  burnisher,  and  it  must  then  be  heated  again.  Two 
or  three  coats  must  be  laid  on  in  this  manner,  after  eadi  of 
which  coats  it  must  be  replaced  over  a  slow  charcoal  fire,  in 
order  to  polish  it.     When  gold  is  applied  on  or 

paper,  the  front  tooth  of  an  ox  may  be  used. 

"  Or  maty^  to  make  "  or  de  covleurT — You  must  take  all  the 
dirty  colours,  and  put  them  to  boil  on  a  chafing  dish  in  an 
earthen  vessel,  with  fat  oil  out  of  the  pinceliere.*  After  this 
has  been  thus  boiled,  it  is  passed  through  a  loose  cloth  and 
again  boiled ;  and  if  the  said  "  or  de  couleur  "  is  not  sufficiently 
yellow,  you  must  add  some  yellow  ochre,  a  little  coarse  mas- 
sicot and  minium,  which  must  be  well  ground ;.  and  this  will 
make  it  dry  well. 

Another  mode.     Take  Armenian  bole,  ground  up  with  lin- 


1  Note  by  Author,  "  Before  boiling  the  glue,  it  must  be  purified  by 
washing  it  with  ashes  and  hot  water,  until  it  is  cleansed  from  the  impurities 
and  becomes  white ;  it  is  then  boiled,  and  afterwards  passed  through  a  sieve 
or  strainer." 

2  See  ante,  p.  771,  No.  4. 
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Nottez  qu'il  faut  que  au  prealable,  la  piece  que  Ton  veult 
dorer  soit  blanchie  sept  fois  avec  blanc  d'Espagne  et  colle  de 
parchemiu  assez  forte/  laquelle  piece  on  adoucit  avec  un  linge 
mouille  dans  de  Teau  clair,  puis  on  la  racle  ou  opfpresse  pour  la 
rendre  unie.  Ainsi  fidte,  on  passe  par  dessus  deux  fois  de  la 
ditte  assiette  ey  dessus,  laquelle  estant  seiche,  on  la  torche  d'un 
inorceau  de  frise,  et  lors  que  Ton  y  veult  appliquer  Tor,  on  la 
mouille  d'un  pinceau  avec  de  Teau  claire  a  mesure  qu'on  ap- 
plique Tor,  puis  on  laisse  seicher  le  dit  or,  lequel  estant  seicq, 
on  le  pollit  avec  une  dent  de  chien  ou  de  loup,  cela  fait  on  a 
un  tres  belle  or  bruny. 

Si  d'avanture  il  y  a  quelque  feute  a  Tor*  apres  qu'il  est  poly, 
on  y  remette  un  morceau  d'or,  qu'on  fait  tenir  avec  le  hasle  puis 
se  pollit. 

Pour  employer  For  poly  et  bruny  sur  le  cuivre,  il  faut  pre- 
mierement  polir  le  dit  cuivre  et  le  faire  rougir,  afin  d'appliquer 
Tor  avec  le  caillou,  et  puis  il  le  faut  recuire,  ce  que  Ton  fait  en 
mettant  2  ou  3  couches,  I'une  sur  I'autre,  et  en  le  remestant 
tousjours  a  feu  de  charbon  leger  pour  le  polir,  et  lorsque  Ton 
Tapplique  sur  de  la  ou  sur  du  papier,  le  dent  de  boeuf 

du  devant  y  doit  servir. 

Or  mat  pour  faire  or  de  couleur. — Il  faut  prendre  toutes  les 
Balles  couleurs,  et  les  mettre  bouillir  sur  le  rechault  dans  une 
yaisselle  de  terre  avec  de  I'huile  grasse  que  Ton  prend  dans  le 
pinceliere,  ainsi  bouillie  on  le  passe  par  dedans  un  linge  deliez, 
et  puis  on  le  fait  derechef  un  pen  bouillir,  et  sy  le  dit  or  de 
couleur  n'est  pas  asse  jaune,  on  y  adjoustera  de  Tocre  jaune,  un 
peu  de  gros  massicot  et  mine,  le  tout  bien  broyez ;  et  cela  sert  a 
le  faire  geicher. 

Autrement :  on  prend  boli-armenique  broyez  avec  Thuile  de 


I  Note  margindle.— On  degresse  la  colle  aupara van t  que  de  la  mettre 
bouillir  avec  des  cendres  et  de  Teau  chaude,  en  la  lavant  tres-bien  tant 
qu'e]le  soit  toute  nestoiee  de  son  ordure,  et  devenue  blanche ;  puis  on  la 
fait  bouillir,  et  la  passe  par  apr^  dans  un  balot  ou  dedans  une  couloire. 


2l2 
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seed  or  nut  oil,  and  when  gold  is  to  be  laid  on  the  mordant,  it 
must  be  neither  too  moist  nor  too  dry.^ 

Another  way.*  "  Or  de  couleur  "  is  made  with  yellow  earth 
or  ochre,  with  a  little  white  lead  (to  make  it  more  similar  to 
gold  in  colour),  which  is  left  to  thicken  on  the  porphyry,  stirring 
it  morning  and  erening  lest  it  should  skin  over  in  drying. 
This  mode  is  the  best,  because  fire  tarnishes  and  obscures  the 
gold. 

The  "  or  de  couleur  "  may  be  exposed  to  the  sun  in  order  to 
make  it  dry  more  quickly. 

1.  To  make  beautiful  "  or  mat,"  a  half  dry  brush  must  be 
passed  over  the  "  or  de  couleur,"  so  as  to  freshen  and  render  it 
fat  and  shining  (that  is,  supposing  the  "  or  de  couleur  "  is  laid 
over  the  subject  to  be  gilded). 

2.  Fat  oil  is  very  good  if  added  to  the  "  or  de  couleur,"  as 
it  makes  it  brilliant  and  shining.  Also,  if  a  coat  of  this  oil  be 
passed  over  the  "  or  de  couleur,"  when  it  is  half  dry,  it  will 
produce  a  gold  as  brilliant  as  burnished  gold. 

3.  Observe,  that  the  "  or  couleur  "  must  be  nearly  dry  before 
the  gold  is  laid  on  it,  otherwise  the  gold  would  become  dull 
without  any  brilliancy  or  splendour. 

4.  To  make  beautiful  "  or  mat,"  such  as  is  seen  on  mirrors. 
The  subject  to  be  gilt  must  be  whitened  in  distemper,  in  the 
same  manner  as  for  burnished  gold ;  you  must  prime  it  with  oil, 
using  some  very  drying  colours,  and  when  dry  you  must  pass 
over  it  some  new  and  fat  nut  oil,  and  then  apply  the  gold  at 
the  proper  time. 

To  make  very  good  varnish  for  varnishing  gold  and  all  other 
things. — Take  benzoin,  and  grind  it  as  finely  as  possible  between 
two  pieces  of  paper,  then  put  it  into  a  phial  and  pour  on  it  some 
very  good  spirit  of  wine,  which  must  cover  the  benzoin  to  the 
depth  of  3  or  4  fingers,  and  leave  it  in  this  state  for  a  day  or 
two  ;  then  to  half  a  phial  of  this  spirit  of  wine  you  must  add  5 
or  6  blades^  of  safiron,  slightly  bruised,  but  not  broken  in  pieces. 

I  Note  by  the  Author.     "  This  size  [assiette]  is  very  good  on  marble." 
*  Note  by  the  Author.     **  M.  Thiesson  the  painter." 
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iin  OU  de  noix,  et  quand  on  veut  mettre  Tor  dessus  le  dit  assi- 
€tte,  il  faut  qu'elle  ne  soit  ny  trop  seiche  ny  trop  humide. 

Autrement :  or  de  couleur  se  fait  ayee  de  la  terre  jaune,  ou 
ocre  avee  un  peu  de  blanc  de  plomb  (pour  le  rendre  plus 
aprochant  de  Tor)  qu'on  laisse  engraisser  sur  le  porphyre  en  le 
remnant  du  matin  au  soire,  de  peure  qu'il  ne  s'y  face  des  peaux. 
C'est  [cette]  maniere  est  la  meilleure,  parceque  le  feu  fait  ter- 
nir  Tor  et  le  rend  obscure.  Aussi  on  pent  mettre  ledit  or  de 
couleur  au  soleil  pour  le  faire  plustot  engraisser. 

1.  Pour  faire  de  bel  or  mat,  il  faut  passer  par  dessus  Tor  de 
couleur  avec  une  brosse  estant  a  demy  seicq  pour  le  rafraichir  et 
le  tenir  gras  et  luisant  (cela  s'entend  quand  il  est  couche  sur 
la  piece  qu'on  desire  dorer.) 

2.  Uhuile  grasse  est  aussi  tres  bcmne  dans  Tor  de  couleur, 
pour  le  rendre  beau  et  luisant ;  aussi,  passant  une  couche  de 
cest  huile  par  dessus  I'or  de  couleur  estant  a  demy  seicq,  cela 
fera  un  or  fort  esclatant  comme  or  bruny. 

3.  Nottez,  qu'il  faut  que  le  dit  or  couleur  soit  quasi  seicq 
auparavant  que  d'y  appliquer  Tor  dessus,  car  autrement  I'or 
deviendroit  tout  mome  et  sans  esclat  et  splendeur. 

4.  Pour  faire  de  bel  or  mat  comme  Ton  void  de  les  miroirs, 
il  faut  blanchir  en  destrampe  la  piece  que  Ton  yeut  dorer  tout 
ainsi  que  Ton  fait  pour  Tor  brimy ;  puis  il  faut  prendre  des  cou- 
leurs  fort  seccative  pour  I'imprimer  en  huille  ;  estant  seicher  il 
fetut  repasser  par  dessus  avec  de  I'huille  de  noix  qui  soit  nou- 
velle  et  grasse,  puis  appliquer  son  or  en  temps  et  heure. 

Pour  faire  de  tres  beau  vemy  pour  vemir  Vor  et  toute  autres 
ouvraffes.— -11  faut  prendre  benioin,  et  le  broyer  le  mieux  qu'il 
sera  possible  entre  deux  papiers,  puis  le  mettre  en  quelque 
phioUe,  et  y  verser  dessus  de  I'eau-de-vie  tres  bonne  tant  qu'elle 
passe  le  benioin  de  trois  ou  quatre  doigts,  et  le  laisser  ainsi  un 
jour  ou  deux,  puis  on  y  adjoust  pour  demye  fiole  de  telle  eaue 
de  vie  cinq  ou  six  brin  de  safran  legerement  estampe  et  tout 

3  Brins  de  Saffron.  The  hair-like  filaments  of  the  saffron  is  the  part  in 
which  the  colouring  matter  resides. 
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When  you  have  done  this,  strain  it,  and  varnish  with  it  some- 
thing that  has  been  gilt,  which  will  then  become  very  beautiful 
and  shining ;  this  varnish  will  dry  quickly,  and  will  last  several 
years.  Now,  if  it  is  wished  to  apply  silver  in  the  way  in  which 
gold  is  laid  on,  common  white  salt  must  be  used  instead  of  saffix>n. 
This  varnish  is  very  good  for  varnishing  all  things,  as  well 
painted  as  unpainted,  such  as  tables  and  boxes  of  nut  tree, 
ebony,  &&,  gilt  or  not  gilt,  or  copper,  for  it  causes  to  shine, 
preserves,  and  brings  out  colours,  dries  quickly  without  con- 
tracting dust  or  dirt,  and  may  be  cleaned  with  a  cloth  or  fox- 
tail. 

To  make  a  varnish  with  nuutic  for  oil  paintings} — ^Take  2 
ounces  of  hard  mastic  and  1  ounce  of  huile  de  sapin,  put  the  last 
into  a  small  new  pot,  melt  the  mastic  over  a  slow  fire,  then  add 
the  oil,  which  must  boil  when  mixed  with  it,  and  must  be  kept 
boiling  very  slowly  ;  for  if  it  were  to  boil  too  fiercely,  the  var- 
nish would  become  too  viscous.  To  know  when  it  is  done  you 
must  dip  a  hen's  feather  in  it ;  if  this  is  burnt,  the  varnish  will 
have  been  sufficiently  boiled ;  then  pour  it  into  a  phial  or  bottle 
to  preserve  it  from  th6  dust.  When  required  for  use  it  must 
be  warmed  in  the  rays  of  the  sun. 

Fine  varnish*  is  made  with  turpentine  melted  over  the  fire ; 
when  melted,  remove  it  firom  the  fire,  and  add  oil  of  spike 
with  mastic,  and,  if  required,  sandarac. 

Gros'  [vemis]  is  made  with  turpentine,  oil  of  turpentine, 
and  resin,  melted  up  together. 

1  Varnish  of  Benzoin.     Note  hy  Author,     "  Le  Sieor  Alexis  Pie- 
montois.** 
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entiers ;  ce  fait  on  le  coule,  et  d'un  pinceau  on  en  verni  quelque 
chose  doree,  laquelle  devient  tres  belle  et  luisante  et  seiche  in- 
continent durant  plusieurs  annees.  Or  si  Ton  veut  accomoder 
Targent  comme  Tor,  au  lieu  de  safiran  on  y  met  du  sel  commun 
blanc,  le  dit  vemy  est  tres  bon  pour  vemir  toutes  choses  tant 
peintes  que  Hon  peintes,  et  aussi  pour  £aire  reluire  les  tables  et 
cofires  de  bois  de  noier,  d'ebene,  et  de  toutes  autres  choses, 
pareillement  aussi  ouvrage  de  cuivre  doree  et  non  doree,  ear  il 
fait  reluire,  preserve,  ayde  aux  couleurs,  et  se  seiche  inconti- 
nent sans  recevoir  pouldre,  n'ordure ;  et  se  pent  nettoier  d'un 
linge  ou  d'une  queue  de  renard. 

Pour  f aire  verni  de  mastic  pcyy  mettre  sur  les  peintures  faites 
en  huik. — On  prend  deux  once  de  mastic  ferme,  et  une  once 
d'huile  de  sapin ;  que  Ton  met  dans  un  petit  pot  neuf^e,  on  fait 
fondre  le  mastic  a  petit  feu,  puis  on  y  adjouste  Thuile  qu'on  laisse 
quelque  peu  bouillir  en  le  meslant  tousjours  afin  qu'il  ne  bouille 
presque  pas,  car  s'il  bouilloit  fort  le  vemy  deviendroit  trop 
visqueux,  et  poiur  scavoir  s'il  est  cuit,  on  met  une  plume  de 
poulle  dedans  le  pot,  et  si  elle  se  brusle  incontinent  c'est  signe 
qu'il  est  fait^  puis  on  le  met  en  quelque  fioUe  ou  bouteil  pour  le 
garder  de  la  pouldre,  et  quand  on  d'en  veult  servir,  on  le  met 
au  soleil  pour  I'eschauffer. 

Le  fin  vemy  se  fait  avec  de  la  terebantine  que  I'on  fait  fondre 
sur  le  feu,  puis  on  la  retire,  et  on  y  met  de  I'huile  d'aspic  avec 
du  mastic,  ou  si  Ton  veult  on  y  met  du  sandarac. 

Le  grds  se  fait  avec  de  la  terrebantine,  huile  de  terrebantine 
et  poix  resine,  le  tout  fondu  ensemble. 

«  Note  by  Author.     "  M.  Thiesson." 

3  The  Vemice  grossa  of  the  Italians.  See  also  Pierre  Pomet,  Histoire 
G^ndrale  des  Drogues,  Vol.  II.  p.  64. 


EXTRACTS 


FROM 


AN  ORIGINAL  MANUSCRIPT, 


ENTITLED 

8TOBIA  DELLA  ORGANIZZAZIONE  (CIVILE  DELLE  BELLE  ABTI 
IN  VENEZIA  PER  SERVIRE  AL  PIANO  DI  SISTEMA 
STABILE  DI  QUESTA  IMPERIALE  E  REALE 
VENETA  ACCADEMIA.      AN.  1833. 


BT 


SiQ.  GIOVANNI  O'KELLY  EDWARDS, 


OF 


VENICE. 


SIG.  EDWARDS'S  MANUSCRIPT. 


PRELIMINARY  OBSERVATIONS. 

The  consideration  which  induces  me  to  publish  these 
extracts  is,  that  they  treat  of  the  restoration  of  the 
paintings  of  Venice  from  injuries  arising  from  damp, 
moisture,  and  other  causes,  which  probably  have  a 
similar  operation  in  England. 

This  restoration  by  Sig.  Pietro  Edwards  has  been 
noticed  in  the  Art  Union.  I  endeavoured  to  learn  the 
method  adopted,  but  the  extracts  I  was  able  to  procure 
relative  to  this  subject  are  extremely  meagre. 

The  author  of  this  MS.  is  the  only  son  of  Sig.  Pietro 
Edwards,  to  whom  the  restoration  of  the  public  pictures 
of  Venice  was  entrusted. 

Sig.  Pietro  Edwards  practised  the  art  at  Venice,  and 
was  employed  by  that  jealous  Eepublic,  and  subse- 
quently by  the  Austrian  Government,  in  restoring 
the  public  pictures.  He  died  in  1821,  at  the  age  of 
76,  and  is  still  remembered  with  esteem  for  his  know- 
ledge, skill,  and  integrity.  The  family  were  originally 
English,  and  lay  claim  to  more  than  noble  descent, 
but  both  father  and  son  were  born  in  Venice,  and  the 
circumstance  of  the  father  having  been  employed  by 
the  Government   in  the   restoration   of  the   national 
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pictures,  shows  the  estimation  in  which  he  was  held 
by  those  whom  it  may  be  presumed  were  competent 
judges.  Sig.  O'Kelly  Edwards  was  also  employed  in 
their  restoration  under  the  superintendence  of  his 
father. 

It  appears  from  the  statement  I  have  made  in  the 
general  Introduction,  that  the  art  of  restoring  pictures 
is  now  practised  in  the  north  of  Italy  by  professors  of 
skill  and  eminence.  I  have  noticed  Sig.  Fidanza  as 
having  practised  this  art  all  his  lifetime ;  and  when  I 
saw  him  he  had  been  engaged  in  this  employment  at 
Milan  for  thirty-six  years.  These  professors  are  not  only 
employed  by  private  individuals,  but  by  the  Austrian 
Government,  in  cleaning,  repairing,  and  restoring  the 
national  pictures.  The  art  has  in  some  cases  descended 
in  families ;  and  I  have  scarcely  a  doubt  but  that  many 
of  those  who  now  practise  it,  either  from  tradition,  or 
from  the  accidental  discovery  of  MS.  recipes,  or  from 

> 

both,  and  from  some  of  them  having  analyzed  the 
materials  used  in  these  old  paintings,  possess  the  know- 
ledge, which  they  claim,  of  having  ascertained  the 
pigments  and  vehicles  used  by  the  great  Italian  masters, 
and  the  mode  of  their  use  and  application. 

The  MS.  from  which  the  following  extracts  were 
made  was  written  by  Sig.  O'Kelly  Edwards  with  a  view 
to  publication ;  but  in  the  Venetian  territories  works 
on  the  fine  arts  are  not  permitted  to  be  published 
without  especial  permission  from  the  Academy  of 
Venice.  This  permission  was  refiised ;  but  the  autho- 
rities at  Vienna,  to  whom  the  MS.  had  been  submitted, 
directed  that  a  copy  of  it  should  be  made  and  preserved 
in  the  Academy  at  Venice.     I  saw  this  copy  among 
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the  Edwards'  papers  in  the  ofBce  of  the  secretary  of  the 
Academy. 

The  first  part  of  the  book  contains  the  history  of  the 
several  academies  of  painting,  &C.,  in  Y enice« 

The  beginning  of  the  second  part  gives  an  interest- 
ing account  of  some  of  the  public  pictures ;  of  the 
search  that  was  made  for  some  that  were  missing ;  and 
of  the  collecting  of  the  best  pictures  from  all  parts  of 
the  Venetian  territories,  in  order  to  form  a  public 
gallery  at  Venice,  which  should  show  the  rise,  progress, 
and  decline  of  the  art.  The  extracts  contained  in  the 
foHowing  pages  which  treat  of  the  general  restoration 
of  the  public  pictures  under  the  direction  of  Sig. 
Pietro  Edwards,  and  of  the  causes  of  their  decay,  are 
from  this  part  of  the  work. 

Sig.  Edwards  relates  that  his  father,  in  1776, 
restored  the  only  picture  painted  in  distemper  on  a 
wall  by  Paolo  Veronese.  This  painting  is  on  the 
ceiling  of  the  GoUegio  in  the  Palazzo  Ducale ;  it  is 
still  in  existence,  but  is  in  bad  condition. 

In  1777  Sig.  Pietro  Edwards  painted  the  head  of 
the  principal  figure  in  Titian's  beautiful  picture  of 
"  Faith"  (now  in  the  Sala  delle  quattro  Porte),  which 
had  been  cut  out  and  carried  away ;  and  so  well  has 
this  been-done,  that  it  is  impossible  to  detect  the  part 
newly  painted,  and  as  his  son  observes,  neither  the 
French  Commissioners,  who  removed  the  picture  to 
Paris,  nor  the  painters  of  that  country  ever  detected 
the  modern  work.  Sig.  P.  Edwards  also  painted  the 
head  of  one  of  the  Magi  in  the  "  Adoration "  of 
Bonifazio,  which  had  likewise  been  cut  out  and  stolen. 

The   number   of  public  pictures   restored  by  Sig. 


L 


848  SIO.  EDWARDS'S  MANUSCRIPT. 

Edwards,  and  those  who  worked  under  him,  between 
the  years  1770  and  1817,  amounted  to  upwards  of 
759. 

The  third  part  of  the  work  is  uninteresting  to  the 
English  reader,  and  therefore  has  not  been  transcribed. 

In  consequence  of  a  report  from  England,  which 
reached  me  when  I  was  in  Venice,  that  Sig.  Pietro 
Edwards  had  discovered  the  old  method  of  painting  in 
oil,  and  had  sold  his  secret  to  the  Government,  I 
endeavoured  to  ascertain  whether  this  was  the  fact. 
By  the  kindness  of  the  Count  and  Countess  Spiridion 
Papadopoli  I  obtained  permission  from  the  President 
of  the  Academy  to  inspect  the  papers  left  by  Sig.  P. 
Edwards,  which  are  preserved  in  the  Academy,  and, 
from  what  I  saw  there,  I  am  enabled  to  state  my  firm 
belief  that  no  secret  was  either  bought  or  sold ;  but  I 
saw  among  these  papers  much  interesting  matter 
relative  to  the  restoration  of  pictures,  which  would  be 
extremely  useful,  and  of  which  Sig.  O'Kelly  Edwards 
promised  to  send  me  copies.  I  have  reason  to  expect 
the  Venetian  jealousy  has  interfered,  and  that  Sig. 
Edwards  has  been  prevented  from  performing  his  pro- 
mise.  Fortunately,  however,  while  I  was  looking  over 
the  papers  at  the  Academy,  I  employed  my  son  in 
making  extracts  from  some  of  the  most  useful  parts, 
translations  of  which  will  be  found  in  the  notes. 

As  this  MS.  is  rather  historical  than  technical,  I 
have  thought  it  unnecessary  to  publish  the  original 
text. 
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ON  THE  RESTORATION  OF  THE  ROYAL 

PAINTINGS 


UNDER  TBE 


Venetian  Government. 


From  the  year  1725  to  the  year  1775  no  less  than  751  Report* 
of  the  College  of  Painters,  concerning  the  necessity  of  the  re- 
storation of  the  public  paintings,  are  enumerated.  All  these 
mentioned  the  gradual  decay  of  the  pictures,  and  in  each  the 
attention  of  the  public  was  earnestly  called  to  this  subject,  and 
to  the  urgent  necessity  of  repairing  the  greater  part  of  them, 
and  of  restoring  them  to  their  ancient  lustre  and  splendour. 

A  fact  authenticated  by  so  great  a  number  of  depositions,  and 
attested  not  on  the  credit  of  a  few  intelligent  persons  only,  but 
by  the  common  consent  of  the  professors  of  the  art,  determined 
the  Venetian  Senate  to  consider  the  subject  of  a  general  resto- 
ration. 

And  although  the  individuals,  the  Government,  and  the  mem- 
bers of  the  above-mentioned  College  were  changed,  this  feeling 
still  remained  constant  in  the  minds  of  the  good  citizens  of 
Venice,  and  the  Government  was  more  and  more  inclined  every 
day  to  attend  to  the  public  remonstrances. 

For  if,  in  forming  their  judgment  on  other  important  subjects, 
the  Senate  relied  on  the  opinion  of  one  or  two  persons  skilled  in 
the  various  questions  upon  which  they  were  sometimes  required 
to  decide,  it  could  have  had  no  diflBculty  in  deciding  on  this^ 
subject,  wluch  was  supported  by  the  opinions  of  a  long  succes-^ 
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sion  of  men,  all  agreeing  on  the  same  point,  and  incapable  of 
entertaining  views  of  promoting  private  interests. 

Nor  could  there  be  any  doubt  of  the  integrity  of  these  men, 
because  the  business  of  restoring  paintings  was  not,  at  that  time, 
an  employment  to  which  masters  of  any  reputation  applied 
themselves,  but,  on  the  contrary,  the  society  of  which  these  were 
members,  experienced  continual  di£5culties  and  embarrassments 
on  that  account. 

It  may  be  said  that  the  names  alone  of  Sebastian  Bicci,^  Laz- 
zarini,*  Balestra^'  Tiepolo,  Trevisano,  and  many  others,  were 


^  Sebastiano  Ricd,  or,  as  he  was  called  by  the  Venetians,  Rizzi,  was  a 
natWe  of  Belluno ;  he  was  bom  in  1659  or  1660,  and  died  in  1734.  He 
piunted  in  Venice,  Milan,  Bologna,  Florence,  and  Rome ;  and  traversed 
every  part  of  Italy,  where  he  accepted  every  commission  and  any  terms  he 
was  offered.  He  afterwards  visited  Germany,  £ngland,  and  Flanders, 
where  he  perfected  himself  in  colouring.  ''  In  such  a  variety  of  schools," 
says  Lanzi  (VoL  III.  p.  225),  <<  he  filled  his  mind  with  beaatifiil  images, 
and  copying  many,  he  familiarized  his  hand  with  different  styles.  Like 
Giordano  he  possessed  the  power  of  imitating  every  manner,  and  several  of 
his  pictures,  after  Bassano  or  Paolo,  have  deceived  many,  as  was  the  case 
with  one  of  his  pictures  at  Dresden,  which  was  attributed  to  Correggio.*' 
In  addition  to  this  power  of  imitating  other  painters,  a  most  admirable 
and  essential  qualification  for  a  restorer  of  pictures,  he  possessed  excel- 
lences whicfi  were  peculiarly  his  own,  and  which  entitled  him  to  rank 
highly  among  the  original  painters  of  that  period.  Zanetti,  della  Pittura 
Vencziana,  p.  437,  observes,  'Mf  his  pictures  have  in  some  degree  darkened, 
the  fault  must  be  attributed  to  the  bad  preparations  of  the  canvas  and 
colours  which  were  in  use  at  that  period." 

s  Gregorio  Lazzarini,  the  scholar  of  Rosa,  whose  dark  style  he  repudiated 
and  banished  from  the  Venetian  school,  of  which,  for  the  correctness  of  his 
design,  he  may  almost  be  considered  the  Rafiaelle.  At  first  sight  it  might 
be  supposed  he  had  been  educated  at  Bologna,  or  rather  at  Rome.  Lanzi 
says  he  was  never  out  of  Venice,  but  Moschini  &  proves  that  he  was  a 
scholar  of  Girolamo  Forabosco  at  Padua.  His  genius  secured  him  the 
esteem  of  the  most  learned  professors  of  the  art,  and  especially  of  Carlo 
Maratti,  who  had  but  little  respect  for  his  contemporaries. 

It  is  related  "  that  the  Venetian  ambassador  at  Rome,  having  proposed 
to  Maratti  to  paint  a  picture  for  the  Sala  del  Scrutinio,  he  refused  the  em- 
ployment, expressing  astonishment  that  they  should  seek  him  at  Rome, 
when  they  had  a  Lazzarini  at  Venice ;   and  well  did  Lazzarini  answer  the 


■^  Mosehini,  della  Origine  e  delle  Vioende  della  Pittnra  in  Padova,  p.  120. 
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sufficient  to  authorize  this  decision,  but  to  these  were  also 
added  the  evidence  of  the  eyes,  and  the  voice  of  all  the  citizens 
of  taste. 

For  if  the  public  could  be  persuaded  of  the  necessity  of  a 
general  restoration  of  their  paintings  fifty  years  previously,  how 
much  more  should  they  be  of  this  opinion  in  1770,  when  the 
damaged  pictures  showed  visible  signs  of  decay,  and  it  was 
feared  that  they  would  be  entirely  lost ;  and  when  people  spoke 
no  more  of  the  impending  destruction,  but  of  the  ruin  which 
was  already  visible  1 

The  disadvantages  of  this  otherwise  excellent  climate,  and 
their  destructive  influence  on  manufactures  and  natural  pro- 
ductions, are  well  known ;  for  even  marbles,  metals,  and  the 
hardest  articles  are  injured,  and  the  action  of  the  moist  and 
saline  particles  of  our  atmosphere  is  particularly  visible  on  the 
colours,  and  on  the  soft  and  porous  grounds  of  canvas  and 
panels  on  which  these  colours  are  used,  and  which  are  well 
adapted  for  the  reception  and  retention  of  the  minute  particles 
which  are  introduced  with  the  air. 

From  this  action  of  the  atmosphere  in  diminishing  the  re- 
sistance of  the  glutinous  parts,  which  consequently  crack  and 
cease  to  hold  the  colours  in  strong  cohesion,  it  would  follow 

expectations  formed  of  him  by  Maratti  in  two  pictures  he  painted  in  this 
apartment,  in  memory  of  the  triumph  of  Morosini,  surnamed  *  II  Pelopon- 
nesiaco.'  But  he  particularly  signalized  himself  in  the  picture  of  S.  Lo* 
renzo  Giustiniani  in  S.  Fietro  di  Castello,  which  is,  perhaps,  the  best  pic- 
ture in  oil  that  the  Venetian  school  has  produced  in  this  century  for  the 
taste  of  the  composition,  the  elegance  of  the  contours,  and  the  originality 
and  variety  of  the  faces  and  attitudes.  It  is  also  distinguished  for  the  force 
of  the  colouring,  in  which  he  was  not  always  equally  successful."  This 
picture  is  still  in  excellent  preservation.  The  date  of  his  death  is  uncertain : 
some  authors  say  it  took  place  in  1730 ;  others  not  until  1740. 

8  Antonio  Balestra,  bom  at  Verona  in  1666,  died  there  in  1740.  He 
painted  in  Venice,  where  he  was  much  esteemed.  His  Nativity,  in  the 
Convent  of  La  Carit^  (now  the  Academy),  and  the  Deposition  from  the 
Cross,  may  compete  with  the  best  paintings  of  the  age.  His  S.  Vincenzio 
is  one  of  the  best  preserved  of  his  pictures ;  for  his  method  of  painting  with 
boiled  oil  has  spoiled  not  a  few.  Those  painted  with  oil  less  boiled  have 
changed  less.     Lanzi,  iii.,  p.  230. 

VOL.  II.  2  M 
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that  after  the  lapse  of  a  certain  time,  pictures  would  be  more 
deteriorated  in  a  few  years,  than  during  a  period  three  times  as 
long  as  that  which  preceded  it. 

This  natural  reasoning,  proved  by  experience,  removed  all 
perplexity  from  the  Venetian  GoTemment,  and  perhaps  from 
this  they  concluded  that  the  restoration  required  by  the  greater 
part  of  the  works  of  the  Venetian  masters  not  having  been  pro- 
perly effected  since  the  year  1725,  the  pictures  should  naturally 
have  suffered  more  injury  during  the  last  fifty-two  years  (from 
1725  to  1777)  than  in  the  previous  century  and  a  half,  and  that 
therefore  their  condition  required  immediate  reparation. 

It  was,  however,  very  fortunate  that  the  Government  should 
have  acted  with  great  circumspection  until  the  year  1777,  in 
consenting  to  the  general  and  universal  restoration  of  all  the 
royal  paintings,  because  the  art  of  repairing  paintings  damaged 
by  time  had  not  then  obtained  perfection,  and  the  greatest 
painters  considered  the  employment  as  beneath  their  dignity, 
and  projected  it  merely  with  a  view  to  obtain  some  office  which 
might  confer  honour  on  themselves.  The  reparations,  there- 
fore, fell  to  the  lot  of  the  unemployed  artists,  who  are  generally 
the  worst,  and  who,  when  there  was  no  part  of  the  picture  to 
be  entirely  removed,  thought  that  any  indifferent  painter  was 
equal  to  washing,  strengthening,  and  introducing  the  proper 
juices  for  restoring  the  picture  to  its  ancient  beauty. 

In  fine,  a  catalogue  of  the  pictures,  which  were  in  a  state 
requiring  immediate  restoration,  being  ordered  in  1727  [to  be 
prepared,  the  number  was  found  to  amount  to  twenty,  and  the 
Society  of  Painters  selected  Sebastiano  Ricci  to  restore  three  of 
hose  which  required  renovation,  while,  for  repairing  the  others, 
they  nominated  five  other  painters,  who  worked  very  badly,  and 
whose  existence  would,  perhaps,  never  have  been  known,  had 
not  these  works  been  spoiled  by  their  hands. 

It  is  not,  however,  wonderful,  that  even  amcmg  professional 
persons  such  miserable  blindness  and  wrong  notions  should  have 
prevailed.  The  art  of  repairing  paintings  damaged  by  the  in- 
juries of  time  was  new  to  the  world,  and,  until  this  period, 
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nothing  was  known  of  it  beyond  the  occasional  necessity  of 
repairing  rents  and  superficial  blemishes  and  the  corrosions 
which,  at  that  date,  the  pictures  had  only  begun  to  suffer  from 
the  hidden  ravages  of  time. 

Necessity  introduced  the  arts,  and  the  art  of  restoring  the 
works  of  the  pencil  from  the  decay  to  which  they  were  liable 
from  age  could  not  arise  unless  pictures  grew  old  and  lost 
their  beauty:  therefore  different  modes  of  restoring  them  to 
their  former  state  were  tried. 

The  learning  and  skill  necessary  for  such  a  profession,  fol- 
lowing the  common  order  of  things,  were  acquired  by  gradual 
steps  only ;  meanwhile  public  faith  and  the  imiocent  error  of  the 
painters  themselves  kept  occupied  a  few  devastating  hands«  who 
left  behind  them  much  cause  for  grief. 

At  last  the  eyes  of  men  were  opened,  and  by  long  and  con- 
tinual experience  it  was  discovered,  that  the  restoration  of 
ancient  paintings  was  not  a  work  of  such  small  importance  as 
to  be  entrusted  to  the  hands  of  any  person ;  for  it  was  some- 
times found  that  the  most  gentle  washes  would  determine  the 
fate  of  a  painting,  and  some  operations,  after  the  ephemeral 
splendour  of  a  few  years,  accelerated  the  destruction  of  the 
pictures,  and  it  was  discovered  that  it  did  not  require  less 
knowledge  to  restore  the  paintings  to  their  pristine  state,  than 
skill  to  paint  them. 

This  last  observation,  which,  on  the  authority  of  the  before- 
mentioned  Bicci,  passed  into  a  proverb  among  those  who  fol- 
lowed this  profession,  elevated  the  study  of  the  art  of  restor- 
ing paintings  among  the  Venetians.  One  after  another,  all 
professors  of  merit  aspired  to  it ;  and  although  the  first  trials 
showed  that  the  art  was  not  yet  well  understood,  yet  the  second 
errors  were  far  less  dangerous  than  the  first. 

It  was  here,  however,  that  party  enmity  broke  forth  in  the 
Society  of  Painters.  The  manifest  necessity  of  restoring  the 
Venetian  paintings,  and  the  already  declared  desire  of  the  Go- 
vernment to  repair  them,  gave  rise  to  the  belief  that  the  period 
of  some  decisive  resolution  was  not  far  distant ;  meanwhile  the 
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watchful  crowd  of  artists,  who  saw  themselyes  in  danger  of  being 
ungraciously  dismissed  firom  their  high  stations,  was  anxiously 
expecting  this  moment,  and  with  all  the  cunning  which  can  be 
found  in  the  idleness  of  the  unemployed,  and  which  human  saga- 
city, sharpened  by  poverty,  can  surest,  they  endearoured  to 
determine  the  event  in  their  favour. 

On  the  first  announcement  that  there  had  been  some  delibe- 
rations on  this  subject,  it  is  impossible  to  describe  the  ferment 
which  was  excited  in  that  agitated  circle,  in  order  to  carry  into 
effect  their  preconcerted  wiles.  Hence  it  arose  that  men  in- 
truded themselves  into  the  works  of  restoration,  who  had  no 
right  but  that  of  their  own  temerity,  and  who  endeavoured  to 
evade  the  prudence  of  the  person  who  presided,  and  to  obtain 
by  trickery  a  consent  which  it  was  easy  to  procure  in  tlie  con- 
fusion of  such  intricate  and  violent  practices. 

Thus  were  united,  to  the  injury  of  the  ancient  Venetian  paint- 
ings, first  the  errors  and  afterwards  the  monopolies  of  those  same 
artists,  who  themselves  would  be  most  injured  by  so  deplorable 
a  ruin,  and  this  was  certainly  the  principal  reason  why  the 
public  mind  vacillated  for  seven  years  (firom  1770  to  1777), 
uncertain  which  course  to  pursue. 

Nevertheless,  as  to  abandon  entirely  the  restoration  of  the 
public  paintings  would  have  been  the  same  as  to  lose  them 
entirely,  three  decrees  were  promulgated  which  cont£uned  orders 
to  provide  for  this  event,  and  the  direction  was  entrusted  to 
Commissioners  of  high  rank.  These  were  afterwards  five  in 
number. 

It  is  difficult  to  understand  (but  the  fact  is  nevertheless  well 
proved)  why  all  the  authority  and  vigilance  of  the  Venetian 
Commissioners  up  to  the  above-mentioned  epoch  were  insuffi- 
cient to  form  a  regular  system  of  public  restoration,  since 
the  authority  of  the  Commissioners  themselves,  and  the  inter- 
vention of  the  Society  of  Painters,  armed  both  parties. 

This  Society,  called  in  the  year  1770  to  give  its  vote  con- 
firmed by  an  oath  on  this  affair,  did  justice  to  Bertani,  a  most 
useful  man  at  that  time,  and  the  first  who  instituted  a  good 
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mode  of  restoration,  whom  the  Senate  had  praised  for  having 
restored  the  ceiling  of  Paolo  [Veronese]  in  the  room  called 
the  ^^Sala  della  Bussola,"  for  which  work  he  was  paid  220 
ducats ;  yet,  with  all  this,  such  were  the  underhand  dealings, 
that  at  last  even  this  honoured  artist  protested  against  his  com^ 
mission  if  it  were  to  be  obtained  by  such  means,  and  if  he  were 
to  be  dependent  on  the  whole  band  of  his  competitors. 

It  was  evident,  therefore,  that  the  assistance  of  this  great 
painter  was  only  to  be  obtained  through  the  interposition  of 
the  Society  of  Painters,  and  that  everything  would  end  badly  if 
they  could  not  be  induced  to  agree  together,  and  if,  to  promote 
their  own  private  views,  the  contending  parties  continued  obsti- 
nate in  not  proposing  useful  means  for  proceeding.  This  was 
the  motive  which  at  once  put  an  end  to  the  designs  of  the 
Senate  and  the  activity  of  the  plans  set  in  operation  for  effect- 
ing the  general  restoration ;  nor  did  it  produce  any  matured 
arrangements  for  rescuing  the  pictures  from  the  long  threatened 
injury  to  which  they  were  subjected  first  by  the  ignorance,  and 
afterwards  by  the  artifices  and  poverty  of  the  artists. 

li^  however,  the  great  necessity  for  restoring  the  celebrated 
paintings  of  the  Venetians  from  the  damage  which  had  arisen 
from  natural  causes  and  from  the  injuries  which  they  had  suf- 
fered from  the  inexperienced  hands  of  those  who  had  operated 
on  theno^  and  the  intrigues  by  which  the  best  provisions  were 
frustrated,  had  not  been  motives  strong  enough  to  determine 
the  formation  of  a  well-arranged  system  relative  to  the  before- 
mentioned  general  restoration,  there  ought  not  to  have  been 
any  hesitation  on  the  subject,  considering  the  quantity  of  money 
which  had  been  thrown  away,  the  dishonour  with  which  the 
native  glory  and  credit  of  Venetian  genius  was  tarnished,  and 
the  disadvantages  to  which  it  subjected  the  liberal  arts. 

It  is  true  that  the  pecuniary  value  of  these  precious  paintings 
has  no  regular  standard,  and  that  their  real  value  consists  prin- 
cipally in  the  combination  of  social  circumstances ;  the  Vene- 
tians should,  therefore,  for  this  reason  hold  their  national  and 
classical  pictures  in  the  highest  esteem. 
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If  the  half  of  a  pamting  by  Titian,  which  was  at  one  time  in 
a  church  of  this  city,  and  which  was  reputed  to  be  almost  ruined, 
was  sold  by  a  dealer  for  8000  ducats ;  if  a  single  picture  by 
Paolo  [Veronese],  the  greatest  ornament  of  a  noble  house, 
was  desired  by  a  rich  stranger  at  the  price  of  20,000  ducats ;  ^ 
and  if  more  than  70,000  ducats  were  paid  at  that  time  to  the 
Duke  of  Modena"  for  his  collection,  which  consisted  chiefly  of 
small  paintings ;  most  certainly  a  very  great  sum  was  worthy 
of  being  spent  on  the  wonderful  pictures  possessed  only  by  the 
then  Government  of  Venice. 

What  must  have  been  their  value,  for  such  property  could 
not  be  valued  according  to  the  rules  by  which  the  treasures  of 
private  individuals  and  the  wealth  of  merchants  are  determined, 
but  as  gems  destined  to  enhance  the  splendour  of  the  royal 
crown  of  a  sovereign? 

Small  indeed  is  the  sum,  in  this  view  of  the  question,  of 
a  few  thousands  disbursed  in  the  course  of  many  years,  with 
the  object  of  recovering  riches  to  the  amount  of  some  millions, 
and  maintaining  the  public  dignity,  which  could  not  certainly 
be  adorned  by  more  beautiful  ornaments  than  those  created  by 
the  genius  of  her  sons. 

1  The  Family  of  Darius  at  the  feet  of  Alexander,  in  the  Ck  Pisani.  This 
exquisite  picture  is  in  a  perfect  state  of  preservation :  the  colours  appear 
to  have  undergone  but  little  change ;  the  flesh  tints  are  beautiful,  and  the 
whites  quite  fresh.  Sig.  Edwards  informed  me  it  had  been  restored  by 
Bertani  in  1778,  under  the  superintendence  of  Sig.  Pietro  Edwards,  his 
father;  that  it  then  required  but  very  little  reparation.  It  was  lined 
and  cleaned,  and  some  small  touches  of  colour  were  replaced  where 
necessary ;  the  blue  sky,  which  had  been  painted  in  oil,  was  restored  to  its 
original  colour,  and  the  picture  was  re-varnished,  and  since  that  time  the 
yamish  has  never  changed,  but  the  blue  sky  has  again  acquired  a  slight 
greenish  tinge.  Sig.  Edwards  told  me  the  colour  used  for  the  sky  was 
"  Turchino,"  not  ultramarine.  The  high  degree  of  preservation  in  which 
this  picture  now  is,  may,  perhaps,  be  partly  attributable  to  the  fortunate 
circumstance  of  its  having  always  remained  in  the  same  family,  to  its  being 
hung  on  an  internal  wall  of  a  room  apparently  always  inhabited,  and,  above 
all,  to  the  prudent  resolution  of  the  owner  not  to  allow  either  whole  or  par- 
tial copies  to  be  made  of  it,  on  account  of  the  destruction  of  so  many  first- 
class  pictures  by  copyists. 

2  This  collection  is  now  in  the  Dresden  Gallery. 
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For  these  reasons  it  may  be  remarked,  that  as  one  cannot 
judge  of  the  greatness  of  the  genius  with  which  a  nation  is  en- 
dowed from  the  secret  resources  of  that  nation^  but  from  those 
objects  which  it  most  esteems  and  which  are  visible ;  so  the 
rivals  of  the  Venetians,  from  the  general  abandonment  of  so 
many  sublime  works,  which  had  been  the  objects  of  their  studies, 
would  have  had  a  very  good  argument  for  deductions  rather 
unfavourable  to  that  people. 

Well  and  wisely,  then,  would  the  Venetians  have  acted  if 
they  had  bestowed  all  their  care  in  forming  a  certain  system  of 
public  restoration  of  their  splendid  paintings,  which,  besides 
being  the  object  of  an  almost  superstitious  veneration,  had  been 
frequently  sought  for  with  so  lavish  an  expenditure  of  gold,  by 
those  to  whom  nature  had  denied  a  Titian  and  a  Paolo,  and 
which  had  so  gloriously  contributed  to  the  national  renown,  and 
which  deserved  to  be  respected,  not  only  from  gratitude,  but 
also  from  the  precious  deposit  of  fame  which  their  authors  had 
confided  to  the  fidelity  of  their  country. 

Nor  could  the  Venetians  allege  in  excuse  the  sanguinary 
incursions  of  barbarians  and  the  perversion  of  political  systems, 
which  have  been  cited  by  some  nations  as  apologies  for  the 
state  of  decay  to  which  the  famous  pictures  of  the  ancient 
masters  were  reduced ;  nor  can  they  exculpate  themselves  by 
pleading  that  the  decline  of  taste  was  occasioned  by  the  great 
number  of  excellent  works  left  them  by  their  native  authors  of 
the  golden  time.  The  humiliation  of  the  Venetian  genius 
would  have  been  further  increased  by  neglecting  to  restore  them 
to  their  ancient  beauty,  and  the  indiflerence  they  showed  con- 
cerning their  absolute  destruction. 

On  the  contrary,  we  will  say  something  more,  namely,  that  the 
custody  of  the  pictures  being  at  that  time  entrusted  to  persons 
who  had  little  love  towards  the  fine  arts,  specimens  of  them  are 
very  rare  which  are  not  either  blackened,  torn,  badly  situated, 
badly  repainted,  or  in  some  way  or  other  entirely  spoiled ;  and 
for  this  reason  the  public  testimonies  of  such  neglect  would 
have  authorized  the  universal  contempt,  the  increasing  perver- 
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sion  of  taste  in  painting ;  and  would  also  have  put  .an  end  to 
the  wonder  of  those  who  could  not  perhaps  understand  how, 
with  the  flattering  applause  of  strangers,  nearly  all  the  rich  gal- 
leries of  the  state  should  have  been  emptied  in  less  than  seventy 
years ;  and  that  only  a  very  few  private  collections  ^  should  still 

^  The  principal  private  collections  now  existing  in  Venice  are  those  in 
the  Manfrini  and  Barberigo  palaces.  Among  the  latter  are  the  Magdalen 
of  Titian,  and  his  St  Sebastian,  left  unfinished  by  this  great  artist,  who  was 
working  on  it  when  he  was  attacked,  at  the  age  of  99,  with  the  plague. 
For  those  who  are  desirous  of  studying  the  method  of  Titian,  there  cannot 
be  a  better  opportunity  than  that  afforded  by  this  picture.  It  should  be 
studied  with  the  work  of  Boschini  in  the  hand.  In  the  sky,  on  the  left  of 
the  Saint,  may  be  seen,  distinct  and  unsoftened,  those  vigorous  touches  of 
terra-rossa,  ocrea,  biacca,  and  nero,  of  which  he  speaks.  The  distant  land- 
scape, bounded  by  mountains,  and  a  group  of  trees  in  the  background,  are 
merely  indicated.  The  face  and  head  are  finished,  the  colours  on  the  upper 
part  of  the  body  have  been  repeated,  but  the  rest  of  the  body  is  merely  an 
'^  abbozzo."  It  is  easy  to  see,  from  the  length  and  boldness  of  the  strokes^ 
that  the  artist  used  a  large  brush  when  painting,  and  stood  at  a  distance 
from  the  picture. 

Most  of  the  pictures  in  this  collection  are  injured  by  cleaning,  having 
apparently  been  washed  with  some  solvent,  such  as  spirits  of  wine  or  an 
alkali,  which  has  removed  all  the  glazings,  which  have  never  been  re- 
placed. From  this  cause  all  the  pictures  in  this  collection  by  the  Bassani 
resemble  pictures  in  distemper.  The  removal  of  the  glazings  also  gave  me 
an  opportunity  of  remarking  that  the  dark  leaves  of  the  trees,  and  other 
extreme  darks,  as  well  as  lake  drapery,  £cc.,  in  a  picture  by  Tintoretto, 
were  painted  with  colours  mixed  with  varnish,  while  the  rest  of  the  picture 
looked  dull ;  and  I  cannot  help  thinking  that  as  these  colours  mixed  with 
varnish  resisted  the  action  of  the  corrosive  liquid  which  had  been  applied 
to  the  picture,  an  oleo-resinous  varnish  must  have  been  used. 

The  Magdalen  by  Titian  has  suffered  much  from  copyists,  who  have 
applied  oil  and  other  substances  to  it  in  order  to  see  to  copy  it.  The  cele- 
brity of  this  picture  may  be  estimated  by  the  fact,  that  one  artist  employed 
himself  solely  for  eight  years  in  making  copies  of  it.  In  return  for  the 
liberality  of  the  nobleman  who  had  granted  him  this  indulgence,  the  artist 
injured  the  sky  by  the  tricks  he  employed  to  develop  the  colours,  to  such 
an  extent,  that  he  thought  it  necessary  to  repaint  it,  in  order  to  conceal  the 
mischief  he  had  done.  This  part  of  the  picture  does  not  now  harmonize 
with  the  rest.  ' 

The  Venus  also  has  been  much  injured,  and  part  of  it  appears  to  have 
been  repainted.  Part  of  the  drapery  has  changed  to  a  dull  flat  black,  all 
the  lights  and  shades  being  lost,  apparently  by  the  action  of  some  chemical 
application. 
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remain  embellished  with  the  dusty  remnants  of  this  art,  banished 
from  the  dwellings  of  the  nobles. 

It  has  been  already  observed,  in  the  first  part  of  this  work, 
concerning  the  organization  and  state  of  the  arts,  that  at  the 
epoch  of  which  we  are  speaking,  the  spirit  of  frivolity  having 
put  an  end  to  the  cultivation  of  high  art,  works  of  puerile 
taste  were  substituted,  which  stamped  with  dishonour  the  cha- 
racter of  the  eighteenth  century ;  that  the  few  good  artists 
were  driven  to  starvation,  or  to  follow  the  common  plan ;  that 
the  growing  and  youthful  nobility,  who  should  have  been  able 
to  promote  the  arts,  continued  to  form  the  first  notions  of  arti- 
ficial beauty,  both  simple  and  sublime,  from  the  study  of  the 
productions  of  the  puerile,  the  ridiculous,  and  the  hyperbolical 
style  which,  by  a  strange  fascination  of  the  mind,  was  then 
admired ;  and  that  thus  artists  and  their  patrons  joined  hand 
and  heart  in  ruining  the  genius  of  the  nation  while  they  culti- 
vated the  arts. 

As  little  or  nothing,  therefore,  could  be  hoped  for  in  these 
bad  times,  or  in  those  which  were  preparing,  no  hopes  remained 
of  the  renaissance  of  the  Venetian  School,  which,  in  the*  short 
space  of  a  few  years,  had  entirely  lost  not  only  the  original 
art  itself,  but  those  persons  who  could  direct  the  taste  of  the 
artists;  the  characters  of  its  lost  style  could  no  longer  be 
distinctly  traced,  and  that  number  of  examples  which  pointed 
out  the  various  paths  of  excellence  to  native  genius,  were 
rapidly  decaying. 

But  the  loss  of  the  Venetian  paintings  which  would  have 
ensued  through  not  organizing  a  system  for  restoring  them, 
would  not  have  produced  the  above-mentioned  injuries  only. 
In  the  rise  and  decline  of  painting  is  also  included  the  history 
of  the  progress  and  decline  of  nearly  all  the  inferior  arts  which 
are  derived  from  it,  such  as  the  laws  of  well-adjusted  design^ 
the  judicious  choice  of  forms,  and  the  various  imitations  of 
natural  and  artificial  beauty. 

The  art  of  painting  has  always  influenced  the  productions 
of  the  chisel,  and  all  kinds  of  work  in  which  enthusiasm  and 
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the  inyentiye  faculties  take  part,  and  the  pictorial  discipline 
influences  more  than  all  the  rest  the  general  taste  of  the 
people,  presenting  to  it  lasting  lessons,  which  are  understood 
even  by  idiots ;  encouraging  that  delicacy  of  finish  and  neat- 
ness in  the  manufactures  of  industry,  which,  when  they  are 
brought  to  the  highest  degree  of  perfection,  are  said  to  be 
executed  hy  the  pevicily  and,  to  use  the  words  of  Buonarotti, 
fixing  the  compasses  of  elegance  and  proportion  in  the  eyes  of 
artists. 

The  destruction,  therefore,  of  the  pictures  of  this  State,  which 
might  by  some  be  considered  the  object  of  idle  and  superfluous 
cares,  would  have  occasioned  the  universal  ruin  of  those  social 
arts  which  are  based  on  design,  a  misfortune  so  much  the  greater 
because  it  would  have  happened  at  the  period  of  the  general 
decay  of  these  arts  themselves,  and  at  a  time  when  voices  were 
heard  from  other  regions  inviting  them  to  leave  this  their  ancient 
dwelling. 

These  considerations  were  of  greater  weight  than  all  others, 
because  the  nearer  the  danger,  the  greater  was  the  force 
of  envy,  and  the  value  of  the  monuments  of  native  genius 
which  might  still  be  saved,  and  so  much  the  more  was  it  the 
duty  of  the  Venetians  to  put  in  operation  the  most  active  and 
efficacious  measures  for  promoting  the  arts. 

It  ought,  however,  to  be  observed,  that  without  the  appoint- 
ment of  a  Director  well  skilled  in  the  Arts,  especially  in  the 
theory  and  practice  of  the  difierent  styles  of  Venetian  Painting, 
the  regulation  concerning  the  restoration  of  the  public  paintings 
would  always  have  been  essentially  defective.  This  was  ulti- 
mately determined  in  1778. 

If  the  system  of  a  general  restoration  had  been  confided  to 
any  other  person,  even  though  he  were  a  man  reputed  very 
learned  in  the  art,  it  might  be  believed  that  such  a  knowledge 
would  extend  to  the  proposing  of  a  method  of  external  custody 
only ;  and  thus  the  different  examination  of  various  buildings  in 
which  the  pictures  were  contained,  the  best  defences  from  acci- 
dental   injuries,    and    other  similar    provisions,   would    have 
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formed  the  sum  of  what  was  to  be  changed  and  what  to  be 
established. 

But  when  the  contrary  to  thk  had  become  well  known,  and 
the  fact  of  many  unfortunate  experiments,  before  the  time  of 
Bertani  and  Diziani,^  had  proved  that  the  art  of  restoration  had 
not  yet  attained  any  certain  method  and  science,  the  Venetian 
Government  entrusted  to  the  most  learned  person  conversant 
with  the  art  the  whole  undertaking  (more  important  than  any 
previous  system  partially  eflFected),  the  object  of  which  was  to 
retard  the  decay  of  the  Royal  paintings  as  much  as  possible 
beyond  the  natural  course  of  things ;  and  this  may  truly  be 
called  preservation. 

But  although  these  researches  reflected  so  much  honour  on 
the  Government,  they  were  equally  calculated  to  perplex  every 
man  of  honour,  how  well  soever  he  might  be  informed  on  these 
matters.  On  the  one  hand,  there  were  no  authorized  instruc- 
tions of  classic  artists,  no  example  of  successful  experiments 
conducted  on  good  methods ;  and  on  the  other,  it  was  useless  to 
say  that  the  paintings  were  perishing  because  no  one  knew  how 
to  restore  them.  Hence,  while  the  bitiug  irony  of  empirics 
in  painting,  who  mysteriously  pretended  that  they  alone  knew 
what  was  unknown  to  all  others,  grew  louder,  great  diflSculty 


1  Gaspero  Diziani,  of  Belluno.  He  was  a  pupil  of  Sebastiano  Ricci,  and  a 
scene  painter,  in  which  branch  of  the  art  he  had  great  facility.  He  also 
painted  cabinet  pictures  which  were  much  esteemed. 

The  following  extract  from  the  Decree  of  the  Venetian  Senate  of  the 
3rd  Sept.,  1778,  for  restoring  the  pictures  in  the  Ducal  Palace,  will  show 
the  estimation  in  which  Bertani  was  then  held  : — 

**  The  Senate  having  maturely  considered  that  it  was  not  prudent  to 
entrust  so  decisive  and  important,  but  necessary,  an  operation  to  the  plan 

proposed  by  J. ,  and  being  aware  of  the  difficulty  and  risk  of  selecting 

a  person  of  reputation  and  experience  skilled  in  the  most  difficult  art  of  re- 
storing the  injured  paintings,  hereby  declare  it  convenient  and  in  accord- 
ance with  the  express  sentiments  of  the  same  conference,  and  with  a  perfect 
knowledge  of  the  ability  and  probity  of  Prof.  Giuseppe  Bertani,  proved  on 
several  occasions,  to  appoint  him,  in  conjunction  with  his  two  usual  asso- 
ciates Baldassini  and  Diziani,  to  be  assisted  by  them  only,  to  execute  this 
important  task/'  &c. 
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was  found  in  making  every  one  understand  the  theoretical  rea- 
sonings and  practical  observations  which  could  undeceive  the 
minds  of  people,  confine  their  hopes  to  more  just  measures,  and 
justify  the  moderation  of  those  who  only  promised  what  could 
be  expected  from  the  limited  strength  of  human  ingenuity. 

However,  at  this  period  the  Venetian  Government  began  to 
place  much  confidence  in  the  President*  of  the  College  of 
Painting.  This  person,  who  had  opposed  the  decision  of  ten 
artists  who  had  condemned  as  irrecoverable,  and  who  had  pro- 
posed to  remove,  the  only  work  in  tempera  painted  on  a  wall 
by  Paolo  Veronese  on  the.ceiling  of  the  college  of  the  ducal 
palace,'  undertook,  in  the  year  1776,  to  save  this  splendid 
work  from  impending  destruction,  and  to  restore  it  to  its  pris- 
tine splendour.  The  improvement  he  effected  may  be  esti- 
mated by  comparing  with  the  present  appearance  of  the  pic- 
ture an  apposite  description  of  it  by  the  pen  of  the  President  of 
the  College  of  Painting,  which  is  still  preserved ;  for  without  his 
ingenious  operations  and  certainty  of  result,  this  painting  most 
certainly  would  not  now  be  in  existence. 

About  the  year  1777  occurred  the  robbery  of  the  head  of  the 
celebrated  Faith,  painted  by  Titian,  and  now  existing  in  the 
"  Sala  delle  Quattro  Porte,"  and  the  Senate  had  recourse  to  the 

^  Sig.  Pietro  Edwards,  the  father  of  the  author  of  this  work.  Sig.  Pietro 
Edwards  is  mentioned  in  the  decree  of  the  3rd  of  Sept.,  1778,  in  the  follow- 
ing terms  :— '*  The  already  suggested  appointment  of  an  inspector  of  intelli* 
geace  and  of  tried  probity,  who,  with  attention  and  care,  should  assist  this 
work  and  decide  on  the  quality  and  merit  of  the  works,  being  of  equal  im- 
portance, the  Council  has  therefore  determined  to  intrust  this  important 
charge  to  Sig.  Edwards,  the  other  Professor,  who  alone  is  considered  worthy 
to  fulfil  so  delicate  a  task,  having  already  shown  his  ability  in  various  opera- 
tions, and  especially  in  the  public  work  of  restoring  the  ceiling  by  Paolo 
Veronese  in  the  Sala  dell'  Anti  Collegio,  then  in  danger  of  perishing,  and 
who  was  by  the  Senate,  in  preceding  decrees,  acknowledged  honest  and 
skilful,  and  who  has  obligingly  consented  to  accept  the  employment  for 
certain  considerations." 

s  The  picture  is  still  in  existence  and  in  its  original  situation,  but  it  is 
much  injured. 

It  appears  from  the  description  by  Sig.  Edwards  of  the  state  of  this  pic- 
ture in  1776,  that  it  was  in  danger  of  falling  in  pieces  from  the  ceiling,  and 
that  Sig.  Edwards  secured  it  in  its  situation  by  a  multitude  of  iron  cramps. 
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same  (not  mercenary)  pencil  to  supply  this  loss ;  nor  could  the 
French  Commissioners  who  transported  it  to  their  country,  or 
the  painters  of  that  country,  ever  discover  the  modem  substi- 
tution.^ In  the  same  manner  the  pencil  of  this  person  had,  with 
exact  imitation  of  style,  filled  up  the  empty  space  remaining  in 
the  Adoration^  of  Bonifazio,  by  inserting  the  head  of  one  of 
the  Magi  which,  at  about  the  same  epoch,  had  been  cut  out, 
perhaps  by  the  same  hand  that  had  had  the  opportunity  and 
audacity  to  cut  out  that  other  most  beautiful  head  of  Faith. 

These  and  other  experiments,  as  well  public  as  private,  which 
had  satisfied  the  minds  of  learned  observers,  added  to  the  no- 
toriety of  his  profound  theoretical  knowledge  and  superior  pro- 
bity, determined  the  Venetian  Senate  to  trust  the  undertaking 
of  the  general  restoration  to  the  President  of  the  College  of 
Painters. 

It  was  required  to  preserve  92  paintings  of  Paolo,  57  of 
Bonifazio,  41  of  Giacomo  Tintoretto,  11  of  the  best  of  the 
Bassani,  and  a  few  by  the  great  Titian,  with  many  others  by 
various  classical  masters,  in  all  405  pictures,  which  were  re- 
stored between  the  years  1779  and  1785.  These  pictures  were 
contained  in  thirty-two  public  buildings  in  the  districts  of  St. 
Mark  and  the  Rialto ;  after  which  270  more  were,  restored, 
between  the  last-mentioned  period  and  the  year  1788,  under 
the  direction  of  the  same  person^  making  a  total  of  675  public 
paintings  restored  out  of  1187.* 

1  Sig.  O'Kelly  Edwards,  the  author  of  the  MS.,  told  me  that  the  piece 
cut  out  of  the  picture  was  nearly  square,  and  about  4  or  5  inches  larger 
than  the  head,  and  had  evidently  been  stolen  for  the  purpose  of  framing. 
He  also  told  me  that  he  and  another  person  who  was  then  restoring  pictures 
in  the  Ducal  Palace,  procured  a  ladder  and  examined  the  picture  ;  that  the 
seams  where  it  was  joined  can  be  felt  on  the  back  of  the  picture,  by  press- 
ing it  against  the  wall.  I  went  purposely  to  see  this  picture  twice,  but 
from  the  distance  at  which  I  stood,  it  was  impossible  to  detect  any  differ- 
ence in  the  tone  of  the  colours,  or  to  distinguish  the  seams.  This  fine 
picture  is  injured  in  many  places,  and  appears  to  be  decaying  fast.  The 
paint  is  scaling  from  the  canvas  in  many  of  the  dark  parts. 

s  The  Adoration,  by  Bonifazio.  This  picture  is  now  in  the  Academy  at 
Venice. 

3  The  expenses  incurred  in  the  restoration  of  these  405  pictures  are 
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In  order  to  guide  ua  in  determining  with  certainty  the  merit 
of  any  pictorial  restoration,  with  reference  to  the  difficulties 
OYcrcome,  the  propriety  of  the  means  used,  and  the  probable 
success  of  the  result,  it  is  most  essential  to  be  fully  acquainted 
with  the  three  following  points,  namely,  the  preyious  state  of 
the  restored  works,  the  particular  nature  of  the  paintings,  and 
the  characteristic  style  of  the  authors. 

The  partial  or  total  want  of  these  three  requisites  forjudging 
reasonably  of  the  skill,  diligent  practice,  patient  investigation, 
and  sure  discoveries,  which  might  direct  and  accompany  the 
above-mentioned  undertaking,  was  perhaps  the  principal  cause 
of  the  silence  of  the  learned  Venetians  concerning  the  benefits 
to  be  derived  from  this  public  provision. 

But  as  all  agree  in  praising  the  worth  and  immense  value  of 
these  royal  pictures,  and  as  the  fact  of  the  751  Reports  repre- 
senting their  perishing  state  is  notorious,  as  well  as  their  general 
restoration,  and  as  there  are  in  the  public  acts  more  than  fifty 
written  testimonials  approving  of  this  operation,  so  much  public 
and  private  applause  redounds  to  the  honour  of  the  art  of  re- 
storing at  that  period  firmly  established. 

It  may  be  thought  useful  to  indicate  briefly  some  of  the  re- 
sults of  this*  restoration  from  its  commencement  and  during  its 
progress ;  these  may  with  propriety  be  compared  with  those 
restorations  which  in  later  times  were  practised  with  less  suc- 
cessful methods,  and  under  the  influence  of  a  difierent  manage- 
ment. 

Almost  all  the  pictures,  therefore,  which  adorn  the  Royal 
ex-Ducal  Palace,  were  preserved  by  the  general  restora- 
tion, and  to  this  we  owe  the  existence  of  the  paintings  illus- 
trative of  some  of  the  most  splendid  events  in  Venetian  history. 
The  painting  by  Andrea  Vicentino,  representing  the  arrival  of 

stated  by  Sig.  Edwards  in  his  MS.  to  have  been  48,595  florins,  in  which 
sum  were  included  the  expense  of  repairing  and  regilding  the  frames,  and 
the  sub-director's  salary  of  one  florin  a  day.  The  pictures  of  the  first  class 
which  Were  restored,  computed  by  Italian  square  feet,  comprised  an  area 
of  6458  feet  26  inches ;  of  the  second  class,  6407  square  feet  and  6  inches 
— total  in  square  feet,  12,865  and  31  inches. 
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Henry  HI.,  now  in  the  "  Sala  delle  Quattro  Porte,"  in  the 
Ducal  Palace,  was  restored  to  its  ancient  beauty,  as  well  as 
that  by  Leandro  Bassano,  representing  the  Victorious  Return 
of  the  Doge  Ziani  and  the  Meeting  with  Alexander  III.,  which 
adorns  the  Council  Chamber  of  the  X. ;  and  that  other  picture 
by  Marco  Vecellio,  the  nephew  of  Titian,  in  which  is  repre- 
sented the  Confirmation  of  the  Peace  of  Italy  ;  and,  together 
with  these,  after  many  misfortimes,  were  at  length  repaired  the 
paintings  existing  there  by  Bazzacco,  by  Paolo,  by  Zelotti,  and 
by  Aliense,  so  that  they  were  again  enabled  to  resist  the  cli<- 
mate  and  seasons. 

By  this  general  restoration  were  restored  the  greater  part  of 
the  public  paintings  which  now  adorn  the  new  public  library, 
and  which  were  previously  injured  by  various  causes  and 
menaced  with  ruin.  Among  these  we  may  cite  the  painting 
by  Domenico  Tintoretto,  representing  the  Taking  of  Zara,  and 
as  a  testimony  of  the  well-directed  restorations  efiected  about 
the  year  1779,  the  Universal  Judgment  by  Jacopo  Palma. 
As  examples  of  the  execution  and  duration  of  works  which 
have  remained  unaltered  more  than  half  a  century,  we  may 
cite  the  paintings  of  Jacopo  Tintoretto,  of  Palma,  of  Dolabella 
in  the  "  Sala  del  Pregadi,"  with  many  others  which  are 
omitted,  and  which  form  rich  ornaments,  and  afibrd  most 
excellent  instruction  to  the  learned  subjects  of  this  most  peace- 
able kingdom. 

In  spite,  however,  of  the  great  practice  and  knowledge 
acquired  by  about  twenty- six  artists  retained  in  the  public 
service  during  the  general  restoration,  it  was  very  doubtful 
whether  the  skill  they  had  acquired  would  become  hereditary. 

It  would  undoubtedly  have  done  so  if  they  had  not  been  very 
jealous  of  their  superior  information,  of  their  almost  inspired 
knowledge,  and  discoveries  of  secrets,  especially  when  an  oppo- 
sition school  was  formed  by  some  of  this  profession,  in  which 
most  excellent  future  restorers,  to  whom  the  public  works  might 
be  trusted,  were  instructed. 

The  best  informed  persons  being  dead,  there  was  still  less 
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hope  that  the  art  would  be  transmitted  as  the  patrimony  of 
posterity;  nor  could  other  expectations  be  entertained  from 
those  who  succeeded  them,  who,  notwithstanding  the  estima- 
tion to  which  they  had  been  raised  by  the  instructions  of  others 
and  on  account  of  the  scarceness  of  other  workmen,  were,  in 
fact,  but  idiots  and  mechanical  artists  only. 

These,  nevertheless,  were  the  men  who,  watched  over  and 
assisted  by  the  assiduous  lessons  of  the  Royal  Inspector  of  pic- 
torial restorations,  continued  to  work  well  in  Venice  even  until 
the  year  1798-9,  in  restoring  about  eighty-two  of  the  public 
pictures,  and  under  the  safeguard  of  the  primitive  Imperial  and 
Royal  Government  of 

Austria. 

This  remembrance  is  always  a  proof  of  the  gratitude  of  the 
Venetian  nation,  who  experienced  the  effects  of  the  royal  and 
paternal  solicitude  of  his  Majesty. 

It  is  also  satisfactory  to  consider,  that  even  without  the 
example  of  the  Venetians,  the  august  gemus  of  the  monarch 
should  have  not  only  continued,  but  commenced  this  under- 
taking, it  being  well  known  that  the  royal  munificence  had  ex- 
pended, between  the  years  1777  and  1781,  75,000  florins  in 
the  restoration  of  the  Imperial  Gallery. 

Now  all  that  was  provided  or  proposed,  from  1798-9  to 
1805,  on  this  subject,  at  Venice,  through  the  care  of  the  Prince 
Reitz,  of  the  Commissioner  and  President  Pellegrini,  and  of  his 
Excellency  Count  Bissingen,  was  much  praised,  both  for  the 
prudence  with  which  it  was  executed  and  the  judgment  with 
which  it  was  planned,  and  ever  afterwards  for  the  value  of  the 
paintings,  the  restoration  of  which  was  the  object  of  the  atten- 
tion of  the  Government. 

Under  its  superintendence  fifty-four  paintings  were  restored 
(on  the  15th  of  January),  1797-8,  to  their  places  in  the  ex-ducal 
palace.  Some  of  these  which,  under  the  previous  Government 
of  Venice,  had  been  removed  for  the  necessary  restorations  were 
restored,  and  if  the  painting  by  the  school  of  Marco  Vecellio, 
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representing  the  consecration  of  San  Lorenzo  Giustiniani,  is 
still  to  be  seen  in  the  Sala  del  Pregadi,  it  is  owing  to  this  super- 
intendence. The  other  picture  by  Pietro  Bellotti,  representing 
the  demolition  of  Margaritino,  was  restored  to  its  pristine  beauty, 
as  well  as  the  taking  of  Cattaro  by  Andrea  Vicentino,  in  the 
"  Sala  dello  Scrutinio." 

These  were  proofs,  which  satisfied  the  Royal  Goyem- 
ment  of  his  Majesty,  that  the  art  of  restoring  injured  pictures 
was  proceeding  in  the  right  way  in  which  it  had  been  directed 
since  the  year  1779.  Additional  proofs  were  also  afforded 
by  the  two  immense  paintings  of  Jacopo  Tintoretto,  which 
were  again  placed  in  the  church  of  the  ^^  Madonna  dell' 
Orto"  in  this  city;  and  one  of  which,  representing  the  Last 
Judgment,  had  lost  its  colour  in  many  places,  and  espe- 
cially in  some  of  the  principal  figures,  which  had  been  twice 
re-painted. 

Li  the  year  1803,  the  Government,  after  particular  inspec- 
tion, deliberated  on  the  propriety  of  restoring  twenty-eight 
other  pictures,  which  had  not  been  repaired  at  the  time  of  the 
general  restoration,  and  which  had  been  much  injured  by  the 
Commission  for  the  necessary  external  defence. 

It  appears,  from  the  notes  of  the  Government  of  the  3rd  of 
September,  1803  (No.  16,475),  that— 

In  the  Sala  del  Maggiore  Consiglio : — 

The  large  painting  by  Domenico  Tintoretto,  of  the  taking  of 
Zara  (a  subject  similar  to  that  in  the  "  Sala  dello  Scrutinio  "), 
"  had  in  many  ways  suffered  from  the  weather  and  the  previous 
bad  restorations,"  which  had  been  executed  by  tiie  painter  Car- 
dinali,  who  had  the  execrable  habit  of  re-painting  old  pictures 
with  oih 

In  the  same  apartment ; — 

The  Apotheosis  of  Venice,  a  very  large  work,  by  Paolo  Ve- 
ronese, on  the  ceiling,  "  required  the  removal  of  many  spots 
occasioned  by  the  intrinsic  change  of  colour  and  the  irregular 
sinking  in  of  the  colours.'*  The  other  two  octagons  painted  by 
him,  representing  the  Taking  of  Smyrna  and  the  Liberation  of 
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Scutari,*  were  previously  "almost  destroyed  by  the  decay 
of  tbe  colour,"  and  in  1803  the  former  "  was  much  injured 
by  rain  water,  and  other  causes,  which  had  occasioned  great 
alteration  of  colour,''  and  to  the  same  causes  was  attributed 
the  decay  of  the  picture  representing  the  Fortification  of  the 
Isthmus  of  Corinth,  by  Leonardo  Corona. 

Again,  with  regard  to  the  Rout  of  the  Dukes  of  Ferrara  and 
of  the  Germans,  painted  by  Francesco  Bassano,  and  the  Rout  of 
the  Arragonese,  by  Jacopo  Tintoretto ;  the  first  is  represented 
as  "  entirely  decayed,"  the  second  as  "  obscured  and  injured  by 
the  rains  to  which  it  had  been  exposed,"  and  there  was  reason  to 
"  fear  that  it  would  become  worse,"  and  it  was  "  also  torn  "  in 
several  places,  and  "  had  greatly  sufiered  by  the  action  of  water, 
with  which  it  had  been  saturated,"  and,  consequently,  that  the 
"  necessary  operations  for  preserving  it  could  not  be  omitted." 

The  picture  of  Otho,  presented  to  Alexander  III.,  was  "  dis- 

-^ — ' —        -  -       -  ■   - 

1  I  had  an  opportunity  of  closely  examining  one  of  these  works  which 
had  been  removed  from  the  ceiling  for  the  purpose  of  being  repaired.  The 
picture  had  been  lined,  but  much  of  it  had  absolutely  decayed,  and  there 
were  large  blanks  on  the  new  canvas.  The  ground  of  the  picture  was  ex- 
tremely thin,  and  was  not  visible  ;  the  painting  was  much  worn  in  piacea, 
and  some  of  it  had  scaled  off.  The  varnish  also  was  removed  except  in  one 
part,  which  did  not  appear  to  have  been  retouched.  I  saw  that  neither  the 
blue  pigment  nor  the  lake  had  changed.  The  former  was  of  a  beautiful 
colour.  The  last  colour  was  laid  on  transparently,  and  was  deeper  in  the 
crevices  than  on  the  surface  of  the  marks  left  by  the  brush.  Vermilion 
also  had  been  laid  on  the  lights  of  one  drapery,  but  it  had  been  much 
rubbed,  and  I  could  see  the  solid  painting  and  white  lights  beneath.  There 
was  a  figure  in  the  foreground  with  a  sabre  wound  on  the  head.  The 
blood  was  painted  with  vermilion,  glazed  with  deep  lake,  which  appeared 
vamkhy  in  the  darkest  parts,  and  was  of  a  very  fine  colour.  There  were 
also  some  lights  on  a  yellow  drapery,  painted  solidly  and  glazed  with  a 
transparent  yellow  resembling  Indian  yellow.  Part  of  an  embroidered 
drapery  was  painted  vi^ith  an  orange  colour,  resembling  red  orpiment,  or 
that  pigment  now  almost  unknown  in  Italy,  called  '^  Rauschel  Minerale^' 
(if,  indeed,  they  are  not  synonymous).  It  was  contrasted  with  a  rich 
warm  green,  and  a  lake-coloured  drapery  of  the  usual  bluish  tint  was 
near  it.  The  lights  of  this  drapery  were  white;  the  lake  was  glazed 
on  the  shadows,  and  softened  off  exactly  as  it  is  used  in  painting  in  water 
colours. 
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figured  by  the  running  of  damp  (oolatura)  from  the  top  to 
the  bottom." 

Finally,  we  read  the  following  remarks  on  the  Paradise,  by 
Jacopo  Tmtoretto : — '^  It  suffered  much  damage  from  the  last 
disaster  of  the  penetration  of  the  rain  through  the  large  roof. 
Independently  of  this  misfortune  its  injuries  are  indescribable, 
and  would  require  the  hand  of  its  author  to  repair  them,  because 
they  are  not  restricted  to  particular  parts  of  the  picture,  but 
extend  to  the  general  harmony,  to  the  distinction  of  the  masses, 
and  to  the  entire  effect  of  a  composition  of  excessive  richness, 
and  almost  entirely  dependent  for  effect  on  the  separation  of 
tint  and  chiaroscuro,  which  are  how  so  much  altered,  that  they 
leave  great  doubt  concerning  the  true  and  primitive  conception 
of  the  master.  To  these  great  difficulties  relative  to  the  essen- 
tial part  of  the  painting,  are  added  other  serious  and  hazardous 
operations  belonging  to  the  mechanism  of  the  work,  to  the  neces- 
sity of  cutting  the  picture,  to  the  mode  of  reuniting  it,  to  the 
uncertainty  of  working  on  the  parts  in  a  divided  state,  and  to 
the  difficulty  of  comparing  the  whole  together  previous  to  re- 
placing it  in  the  proper  situation/'  &c. 

In  the  "  Sala  dello  Scrutinio :" — 

Although  the  Taking  of  Padua  by  Night,  painted  by  Fran- 
cesco Bassano,  "  did  not  appear  to  be  injured  by  the  water 
which  lay  on  it ;"  yet,  for  the  sake  of  prudence,  "  it  was  secured 
with  appropriate  precautions  from  injury,"  The  Rout  of  the 
Pisans  by  Giovanni  Michele  at  the  Port  of  Rhodes,  painted  by 
Andrea  Vicentino,  "  was  lined,  and  the  surface  of  the  paint 
fixed  to  the  ground."  The  Morea  in  Chains,  and  the  Fame, 
painted  by  Lazzarini,  had  "suffered  great  injuries,  and  will  still 
suffer  more  from  the  corrosive  droppings  of  the  moisture  which 
collects  on  the  marbles  of  the  architecture,"  such  as  that  of 
which  the  monument  of  the  Doge  Peloponnesiaco  (Morosini)  is 
constructed.  Of  the  Victory  gained  over  Ruggiero  King  of 
Sicily,  and  painted  by  Marco  di  Tiziano,  it  is  remarked,  "  great 
is  the  damage  which  it  has  received  from  the  calcareous  dropt 
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piDgB  by  which  it  is  disfigured ;  it  appears  also  to  be  otherwise 
damaged." 

In  the  "  Sala  delle  Quattro  Porte  :"— 

The  work  of  Carletto  Caliari,  representing  the  Ambassadors 
of  Persia  introduced  at  the  CoDe^o  dei  Savii,  was  restored  to 
its  present  state,  and  to  show  its  former  condition  we  quote  the 
following  passage,  in  which  it  was  thus  described : — "  This 
beautiful  work  has  contracted  a  general  obscurity  from  being 
exposed  to  the  sun ;  and  it  is  besides  much  spotted  by  the  rain 
and  snow  which  penetrated  by  the  side  of  the  window,  so  as  to 
cover  half  the  picture." 

Inthe"SahidelPregadi:"- 

The  painting  by  Jacopo  Tintoretto,  representing  the  Doge 
Leonardo  Loredano  imploring  the  protection  of  the  Virgin 
Mary,  was  restored ;  and  the  three  paintings  of  Palma  Gio- 
vane,  in  which  are  represented  the  League  of  Cambray,  the 
Union  of  Candia  to  the  Venetian  Dominion,  and  the  Tri- 
butes of  Various  Cities,  *'  were  so  much  damaged  that  they 
ought  to  be  repaired."  To  these  was  added,  the  Dead  Christ 
supported  by  Angels,  of  which  we  read,  "  its  greatest  injury 
resulted  from  being  washed  in  an  improper  manner,  by  which 
it  was  injured,  and  from  a  very  great  blackness  which  seems  to 
be  incorporated  with  the  colour ;  hence  success  cannot  be  pro- 
mised." And  lower  down  we  read,  relative  to  the  oval  paint- 
ing on  the  ceiling,  painted  by  the  same  author,  and  to  the  other 
two  by  Marco  Vecellio  and  Dolabella,  that  they  had  suffered 
"  from  the  same  misfortunes." 

It  would  also  have  been  desirable  to  restore  to  their  former 
splendour  six  frescoes,^  of  whose  existence  few  are  now  aware, 

I  Frescoes  of  Titian.  Since  this  was  written  the  whitewash  has  been  re- 
moved from  one  oi  these  irescoes,  the  S.  Cristoforo  over  the  door  leading 
down  to  the  Church  of  S.  Nicol6.  Kugler  says  the  head  is  fine,  the  rest  of 
the  figure  very  mediocre.  The  surface  of  the  picture  is  broken  in  a  few 
places  as  if  from  accident,  and  the  surface  is  dirty.  The  figures  are  perfect, 
and  have  never  been  retouched.    The  colours  are  dark  like  those  of  a 
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which  were  painted  by  Titian  in  the  small  church  of  St.  Nicholas, 
in  the  same  ex-ducal  palace,  and  which,  unknown  to  the  Govern- 
ment, were  whitewashed  by  the  troops*  who  were  quartered  there. 
The  Commissioners,  who  still  remember  them,  believe  that  they 
have  perished  from  the  effects  of  time.  These  paintings  had  been 
overlooked  during  the  researches  of  the  members  of  the  College 
of  Painters,  who  visited  the  public  places.  If  no  operation  has 
yet  beeil  put  in  practice  to  recover  them,  some  laudable  efforts 
might  now,  at  all  events,  be  easily  made,  to  remove  from  the 
walls  the  calcareous  crust  which  encloses  them,  as  was  done 
to  the  celebrated  Last  Supper  of  Leonardo  da  Vinci,  en- 
graved by  Morghen,  and  which,  after  ^being  covered  for  two 
centuries  with  whitewash,  was  again  brought  to  light  by  a 
traveller. 


painting  in  oil,  the  red  (terra  rossa)  drapery  is  of  a  good  colour,  but  it  was 
impossible  to  say  whether  the  inner  drapery  had  been  blue  or  green.  The 
sky  was  also  a  heavy  dirty  grey.  It  is  rather  singular  that  Bosehini  (Ricche 
Minere,  p.  54,  Ed.  1674)  mentions  the  five  other  frescoes,  painted  in  the 
Church  of  S.  Nieol6,«  but  he  does  not  mention  this  S.  Cristoforo.  Sig.  P. 
Edwards  frequently  suggested  to  the  Government  by  memorials  (one  of 
which  I  have  seen  among  his  papers  in  the  Academy)  the  propriety  of  re- 
moving the  whitewash  from  these  pictures,  but  no  notice  was  taken  of  his 
communications.  His  son,  the  author  of  the  MS.,  told  me  he  should  him- 
self offer  to  remove  the  whitewash.  Bosehini  notices  that  these  pictures 
were  injured,  he  says,  from  the  effects  of  time,  but  probably  the  injury 
arose  from  other  causes,  since  the  frescoes  painted  by  Titian  in  the  Scuola 
of  S.  Antonio  at  Padua  are  still  in  good  preservation. 

2  In  1798.  See  the  Report  of  Edwards  for  the  years  1806,  1810,  in 
the  Academy.  I  have  copied  this  date  from  a  marginal  note  by  Sig. 
Edwards,' written  in  a  copy  of  Boschini's  Ricche  Minere  which  he  lent 
me  at  Venice. 


*  Bosehini  says,  '*  Passing  onwards  a  few  steps,  and  on  the  left  of  the  Seals 
de'  Giganti,  and  the  open  stairs,  we  shall  find  the  small  Church  of  S.  Nicol6, 
where  Titian  painted  in  fresco  by  the  altar  the  four  Evangelists,  two  on  each 
side ;  and  in  the  Lunette  the  Virgin  and  Child  ixith  S.  Nicolo  kneeling  on  her 
right  hand,  and  the  Doge  Gritti  on  the  left. 

"  Opposite  the  altar  in  the  Lunette  over  the  door  is  S.  Mark  sitting  on  the 
Lion,  and  all  these  pictures  are,  as  I  have  said,  by  Titian." 
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The  public  restoration  of  paintings  being  directed  by  the 
same  inspector,  produced  good  results  also  under  the 

Italian  Government. 

Few  pictures  were  restored  during  this  period,  except  those 
which  were  effected  for  the  ornament  of  the  vice-regal  palaces 
of  Venice  and  of  Stra :  and  it  will  readily  be  supposed  that  these 
are  sufficient  to  demonstrate  the  necessity  of  publicly  teaching 
this  art,  thus  diligently  promoted  by  the  above-mentioned  in- 
spector, who,  besides  being  the  guardian  of  the  royal  pictures, 
had  been  elected  conservator  of  the  Picture  Gallery  of  the 
Academy. 

This  was  also  proved  by  the  restored  paintings  destined 
for  the  Vice-regal  Gallery  of  Milan,  among  which  were  many 
portraits  of  Venetian  senators,  some  of  the  best  of  Tintoretto's, 
and  some  even  by  the  great  Titian,  which,  on  account  of  their 
extreme  blackness,^  required  to  undergo  a  process  of  cleaning, 
at  once  so  difficult  and  dangerous,  that  the  pictures  would  pro- 
bably have  been  destroyed  had  the  task  been  conducted  under 
the  direction  of  another  man. 

If  an  opportunity  be  desired  of  studying  some  of  the  effects 
of  the  first  restoration,  as  well  as  that  executed  in  1814,  on 
works  painted  in  various  styles  and  all  by  classical  masters,  it 
will  be  found  in  the  rooms  of  the  Old  Library  and  of  the  Pro- 
curatie  Nuove.  There  is  the  Virgin  by  Cima  [da  Conegliano], 
another  by  Bellino,  and  the  Christ  of  Albert  Diirer,  in  restoring 
which,  in  the  year  1779,  128  days  of  work  were  spent.  Then 
there  is  the  Noah's  Ark,  by  Bassano,  which,  being  recovered 
about  the  above-mentioned  period  from  a  foreign  country,  was 
restored  to  Venice  in  a  most  ruinous  condition,  folded  in  several 
places,  and  in  several  parts  detached  from  the  ground.     Then, 

1  The  cause  of  this  darkening  of  the  pictures  of  Titian  and  Tintoretto  is 
ascribed  in  Venice  to  the  excessive  use  of  Asphaltum,  not  only  on  the  sha* 
dows,  but  in  glazing  and  harmonizing  the  picture.  The  tendency  of  this 
pigment  to  grow  darker  in  time  is  well  known. 
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as  examples  of  the  more  recent  restorations,  there  is  the  Sari 
Marco  saving  the  Saracen  from  Shipwreck,  the  Adoration  of  the 
Magi,  and  the  St.  Joachim  driven  out  of  the  Temple,  with 
many  others,  the  daily  and  private  ocular  inspection  of  which, 
united  with  assiduous  lessons  of  art,  were  always  entrusted  to 
the  above-mentioned  Conservator  of  the  Academy. 

It  must  not  be  attributed  to  partiality  in  the  writer,  if  he 
wander  from  his  subject,  in  order  to  draw  attention  to  the 
great  knowledge  and  artistic  skill  which  constitutes  the  merits 
of  these  restorations,  in  which  it  is  well  known  that  the  charac- 
teristic style  of  the  authors  was  not  departed  from,  or  the  origi- 
nal beauties  diminished  or  obscured. 

But  the  great  excellence  of  the  most  eminent  works  of  this 
kind  can  never  include  an  idea  more  perfect  than  that  cor- 
responding to  the  original  condition  of  this  or  that  work  just  as 
it  came  from  the  hands  of  its  author,  and  for  this  reason,  if, 
after  this  date,  a  picture  began  to  show  symptoms  of  decay,  it 
would  be  unjust  to  pretend  that  when  restored  to  its  pristine 
youth,  it  should  also  acquire  an  incorruptibility,  which  it  did 
not  possess  in  its  first  state. 

Hence,  if  after  a  long  course  of  years  some  of  the  restored 
paintings  should  have  again  begun  to  decay,  this  is  only  a  con- 
tinuation and  consequence  of  their  inseparable  tendencies, 
and  not  a  defect  of  the  art,  the  scope  of  which  can  never  be  to 
change  nature,  but  only  to  give  it  help  and  succour.  Then  the 
reciprocal  affinity  between  the  most  active  elements  of  this 
Venetian  atmosphere,  and  the  material  substance  of  the  paint- 
ings, and  more  especially  of  oil  paintings,  and  the  various  me- 
chanical methods  employed  by  their  authors,  being  accurately 
known,  more  physical  causes  of  insensible  destruction  are  to  be 
found  than  are  sufficient  to  produce,  in  spite  of  the  most  skilful 
restorations,  greater  alteration  in  the  before -mentioned  pictures 
than  we  find  to  have  occurred  between  the  year  1779  and  the 
present  time.  But  excepting  all  these  innumerable  and  acci- 
dental causes,  the  results  of  the  public  restorg-tion  of  the  royal 
pictures  between  1779  and  1814,  although  sixty  years  ago, 
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prove,  even  in  their  present  state,  that  they  were  directed  with 
nnoommon  learning  and  great  skill. 

From  this  it  is  manifest,  that  if  a  superintendent  be  provided 
with  sufficient  kiiowledge,  prudence,  true  zeal,  and  superior 
probity,  the  Government  may  at  all  events  rest  quietly  in  the 
certainty  of  its  confidence  being  well  placed.  It  is  now  time 
to  see  from  the  fiusts  which  follow,  whether,  from  1814  to  the 
present  day,  the  restorations  of  the  royal  paintings  have  pro- 
ceeded with  equal  success,  and  whether  the  pictures  themselves 
have  been  safely  preserved. 

In  the  year  1816,  the  Venetian  Academy,  having  become 
possessed  of  250  paintings,  presented  to  them  by  the  royal 
munificence  for  the  decoration  of  the  public  picture  gallery, 
raised  a  doubt,  notwithstanding  the  successful  experiments  of 
sixty  years  since  the  commencement  of  the  public  restoration, 
whether  it  would  be  of  greater  utility  and  security  to  leave  the 
above-mentioned  paintings  in  the  state  in  which  they  then  were, 
or  to  repair  them  in  the  usual  manner. 

The  votes  being  taken,  there  was  not  found  to  be  a  sufficient 
majority  in  frivour  of  the  definitive  determination  of  the  Govern- 
ment to  promote  an  undertaking,  the  execution  of  which  mmld 
have  decided  the  fate  of  so  valuable  a  portion  of  the  public 
property,  of  the  honour  of  the  art  of  restoration  among  the 
Venetians,  of  the  reputation  of  the  Royal  Academy,  in  the 
bosom  of  which  it  ought  to  be  exercised,  of  the  fame  of  the 
celebrated  '^  Capi-Scuola,'*  recommended  in  their  works  to  the 
fidelity  of  their  country,  and,  finally,  of  the  utility  which  would 
arise  to  the  public  in  the  education  of  the  rising  artists. 

Objects  of  sudi  importance  obliged  them  to  entrust  to  the  ex- 
perience of  the  above-mentioned  aged  director  of  the  public  resto- 
rations and  conservator  of  the  picture  galleries  of  the  Academy, 
the  commission  of  writing  an  official  Report^  on  the  necessity 

1  The  Report  here  alluded  to  is  preserved  in  the  Academy  at  Venice.. 
It  is  a  most  interesting  document,  but  owing  to  circumstances  which  I 
could  not  control,  I  was  prevented  from  taking  a  copy  of  it.     I,  however, 
procured  an  extract  to  be  made  from  it,  a  translation  of  which  will  be  found 
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and  utility  of  the  restoration  of  the  pictures^  in  which  might 
also  be  demonstrated  the  advantages  that  would  arise  from  the 
establishment  of  a  public  school  for  this  purpose.  The  practi- 
cability of  the  subject  first  suggested  being  abundantly  proved, 
it  was  adopted  in  the  year  1817,  and  the  restoration  was  per- 
mitted, but,  as  will  be  easily  believed,  in  the  full  confidence  that 
the  execution  of  such  operations  should  be  directed  by  that 
same  conservator  to  whom  it  exclusively  belonged  by  reason  of 
bis  office. 

A  decree  so  well  considered,  through  the  care  of  his  Excel- 
lency the  Governor  (Count  Goess),  did  not  limit  to  a  certain 
period  of  time  so  delicate  an  enterprise,  for  accomplishing  which 
many  years  and  many  restorers  were  necessary ;  the  Government 
well  knowing  that  had  they  acted  differently,  they  could  not 
have  expected  a  result  corresponding  with  the  views  which,  in 
their  provisions,  they  had  contemplated. 

The  President  of  the  Academy,^  having  given  to  this  judicious 
decree  an  interpretation  which  could  not  possibly  have  been 
contemplated,  waiving  the  above-mentioned  considerations,  and 
reflecting  that  the  slow  re-establishment  of  the  health  of  the 
Conservator,  who  was  then  indisposed,  was  incompatible  with 
the  rapidity  with  which  he  desired  to  complete  the  splendid 
decorations  of  the  room  destined  for  the  annual  distribution  of 
the  prizes  in  August,  1817,  resolved  to  commence  immediately 
the  restoration  of  those  pictures  which  were  to  be  used  for  this 
purpose.  The  exclusion  of  so  important  a  surveillance  was  the 
first  error  of  the  then  President ;  we  think  proper  to  make  this 
remark  on  account  of  the  importance  of  his  influence. 

In  addition  to  this,  the  whole  work  was  confided  to  two  artists 
only,  on  whom  the  Inspector  of  restorations  thought  he  could 
not  depend  unless  he  kept  them  under  his  daily  ocular  inspec- 
tion, and  directed  their  labours  with  assiduous  artistical  lessons, 
and  the  best  of  whom  he  did  not  consider  sufficiently  careful  to 

in  p.  885,  which  will  show  Mr.  Edwards's  opinion  as  to  the  best  method  of 
rendering  paintings  in  oil  durable. 

1  The  Conte  Cicognara,  author  of  the  works  on  Sculpture  and  on  Nielli. 
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be  proposed  as  master  of  the  school  of  pictorial  restoration  pro- 
jected in  1816.  This  second  oversight  was  not  inferior  to  the 
first ;  indeed  it  was  worse,  inasmuch  as  these  artists  were  gene- 
rally reputed  for  various  reasons  to  require  the  most  rigorous 
and  careful  superintendence. 

But  when  it  is  considered  that  the  labour  of  the  two  artists 
above-mentioned  was  limited  to  the  short  space  of  four  months, 
when  five  or  six  years  were  really  necessary,  and  that  within 
this  time  they  were  required  to  repair  thirty  paintings  of  great 
size,^  both  on  panel  and  on  canvas,  one  may  easily  be  con- 


i  Among  the  pictures  restored  in  this  hasty  manner  was  the  Assumption 
of  the  Virgin  by  Titian,  formerly  in  the  Church  of  the  Fran,  but  now  in 
the  Grallery  of  the  Academy.  I  saw  the  contract  for  the  restoration  of  this 
picture  among  the  papers  of  Sig.  Pietro  Edwards.  It  was  made  between 
Sig.  Edwards,  as  Director  of  the  Restorations,  and  Sig.  Floriani,  by  whom 
the  pictuie  was  restored.     It  contained  the  following  stipulations  : — 

**  The  above-mentioned  restorations  shall  be  made  upon  a  ground  of 
gesso,  tempered  with  weak  *  colla  di  ritaglj ; '  and  the  parts  to  be  re- 
painted, as  well  as  the  indispensable  reparation  of  portions  of  the  old  colour, 
shall  be  executed  with  varnish,  the  use  of  oil  being  absolutely  excluded  ; 
and  for  this  purpose  Sig.  Edwards  shall  supply  eight  pounds  of  varnish, 
which  shall  be  delivered  into  the  charge  of  Sig.  Floriani." 

The  date  of  this  document  was  the  21st  of  February,  1816.  From  the 
bills  of  expenses  which  accompanied  it,  I  ascertained  that  the  varnish  sup- 
plied by  Edwards  consisted  of  *' acqua  di  ragia"and  mastic  ;(^  that  the 
paste  used  for  lining  the  picture  was  composed  of  flour  paste,  Flanders  glue, 
and  ox-gall.  The  use  of  the  latter  ingredient  was  to  preserve  the  paste 
from  the  attacks  of  insects. 

The  method  of  pressing  freshly  lined  pictures  pursued  by  Sig.  Edwards 
differed  from  that  practised  in  this  country.  The  process  was  described  to 
me  by  his  son ;  it  was  as  follows  : — 

The  face  of  the  picture  being  secured  by  pasting  paper  over  it,  it  was 
laid  on  the  polished  Venetian  floor,  or,  as  it  is  called,  "  Terrazzo,"  and  the 
lining  was  flxed  to  it.  Hot  sand  was  then  laid  all  over  it,  beginning  always 
in  the  middle  of  the  picture,  whence  the  sand  gradually  spread  to  the  edge, 
and  the  picture  was  covered  to  a  certain  height.  By  this  means  the  air 
was  pressed  out  from  between  the  canvas  and  the  picture,  and  an  equal 


*■  According  to  Sig.  Edwards,  the  best  proportions  for  making  this  varnish  are 
I  ^  oz.  of  spirit  of  turpentine  to  1  oz.  of  mastic. 


1 
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vinced,  even  by  merely  considering  the  probabilities  of  the  case, 
that  the  result  would  be  anything  but  satisfactory.  This  was 
the  third  blunder  committed  while  the  Academy  was  under  the 
guidance  of  this  President ;  nor  is  it  easy  to  understand  how, 
when  the  effects  were  so  evident  on  these  precious  monuments 
of  art,  and  on  the  other  objects  which  relate  to  them,  even  in- 
dependently of  their  belonging  to  royalty,  it  should  have  been 
decided  to  employ  such  dangerous  measures. 

The  result  of  his  zeal  corresponded  with  the  anticipations  of 
the  Conservator  of  the  Academy,  and  justified  his  respectful 
disapprobation.  We  cannot  do  otherwise  than  believe  that 
the  former  President  was  ignorant  both  of  his  anticipations  and 
of  his  disapprobation,  for  in  the  annual  discourse  for  1817  his 
activity  in  bringing  to  new  life  those  splendid  monuments  of 

degree  of  warmth  and  pressure  was  communicated  at  the  same  time  to  the 
whole  surface,  much  more  safely  and  effectually  than  with  a  hot  iron. 

The  information  I  had  obtained  relative  to  technical  processes  used  by 
Sig.  Edwards  in  restoring  the  Venetian  pictures,  naturally  induced  me  to 
examine  carefully  some  of  the  paintings  that  had  been  repaired  under  his 
superintendence,  and  especially  the  '*  Assumption  of  the  Virgin  "  above- 
mentioned.  The  general  effect  of  this  picture  is  fresh  and  beautiful  in  the 
extreme,  but  on  looking  into  it,  many  parts  are  perceived  which  appear  to 
have  been  retouched  with  meguilp,  for  they  exhibit  the  cracks  to  which 
paintings  executed  with  thb  vehicle  are  liable.  In  other  parts  the  colour 
is  lowered,  as  if  oil  had  been  used,  evidently  showing  that  the  painting  had 
been  repaired  with  more  than  one  vehicle.  The  darks  of  the  picture  look 
as  if  they  had  been  injured  by  the  application  of  something  corrosive.  From 
these  remarks  I  think  it  very  probable  that  the  picture  has  been  repaired 
more  than  once  since  its  restoration  under  Sig.  Edwards  in  1816,  now  30 
years  ago.  At  the  same  time,  I  must  acknowledge  that  Sig.  O 'Kelly 
Edwards  frequently  lamented  the  extreme  haste  with  which  the  painting 
had  been  repaired,  and  which  perhaps  will  account  sufficiently  for  the 
numerous  cracks  in  the  new  parts. 

Titian's  picture  of  the  *'  Presentation  in  the  Temple"  is  also  much 
cracked  in  several  parts,  apparently  from  the  effects  of  restorations.  The 
same  may  be  observed  of  the  Miracle  of  St.  Mark  by  Tintoretto. 

I  have  been  informed  that  Sig.  Edwards  used  no  varnish  but  that  of 
mastic  in  restoring  the  decayed  pictures,  but  this  is  objected  to  by  many 
modern  Venetian  restorers  of  the  Government  pictures,  some  of  whom  use 
raw  linseed  oil  only,  others  linseed  oil  boiled  on  litharge.  It  is  unneces- 
sary to  comment  on  the  effects  of  such  restorations. 
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which,  according  to  his  cautious  expression,  he  was  the  '^  pas- 
sive keeper,"  is  highly  praised. 

Some  of  the  injuries  effected  by  the  restoration  of  1817  are 
visible  to  all  intelligent  persons,  but  there  are  others  which 
work  secretly  and  which  are  only  known  to  a  few — time  will 
show  the  result  of  these.  He  who  does  not  know  the  pre- 
vious state  of  the  pictiu*es,  or  who  is  unacquainted  with  the 
nature  of-  the  painting,  and  the  mode  in  which  the  picture  was 
executed  by  its  author,  who  cannot  distinguish  the  intrinsic  and 
inherent  defects  incident  to  the  works  themselves,  from  those 
which  are  the  consequence  of  bad  restorations,  who  possesses  or 
trades  with  paintings  restored  in  the  same  manner  as  those  of 
which  we  are  speaking,  and  lastly,  who  is  contented  with  an 
apparent  illusion,  cannot  be  a  judge  in  these  affairs. 

A  written  report  was  wanting,  from  which  might  be  known 
the  state  of  the  paintings  of  the  Royal  Academy  at  the  time  of 
the  above-mentioned  restoration,  and  fifteen  years  previous,  as 
well  as  the  methods  then  established,  which  were  to  be  observed 
in  the  practical  execution,  in  order  to  form  just  conclusions  as 
to  the  former,  and  to  recognize,  by  evidence,  the  latter,  and 
hence  to  judge  of  the  consequent  injuries  suffered  by  the  pic- 
tures. But  this  deficiency  is  supplied  by  the  catalogues^  of  the 
defunct  Conservator,  in  which  is  described  the  state  of  the 
royal  paintings  from  1808,  at  which  time  they  were  collected 
in  the  public  depository  of  St.  Antonio,  where  they  were  care- 
fully preserved. 

But  even  without  this,  how  well  soever  the  nature  of  the 
paintings  may  be  known  as  we  have  just  observed,  and  the 
various  executive  methods  of  the  different  styles,  it  is  easy  to 
distinguish,  by  comparing  the  parts  of  the  pictures  which  are  in- 
tact with  those  which  are  nearest  to  them,  the  defects  origi-* 
nally  inherent  in  the  paintings,  from  those  which  were  caused  in 
them  by  the  influence  of  the  climate  or  seasons,  and  from  the 
injuries  arising  from  the  want  of  skill  or  negligence  of  others. 

1  These  catalogues  are  now  preserved  in  the  Academy. 
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It  is  certain  that  in  the  peculiar  nature  of  this  or  that  pic- 
ture is  to  be  found  the  intrinsic  cause  of  its  greater  or  less 
resistance  depending  on  the  nature  of  the  material,  and  on 
the  method  of  the  work. 

The  use  of  ill-prepared  and  fleeting  colours,  the  mixture  of 
substances  which  act  upon  each  other  reciprocally,  the  want  of 
skill  in  employing  alone  and  in  large  masses  colours  which  do 
not  well  receive  the  cementation  of  the  oils  unless  they  are 
united  with  other  bodies,  such  as  vitreous  and  sandy  colours  ;* 
the  introduction  of  various  liquids  calculated  to  produce  changes 
in  various  degrees  in  the  body  of  a  painting,  and  to  cause  it  to 
separate  in  laminse*  of  various  consistence,  instead  of  forming 
one  single  homogeneous  and  uniform  body,  and  the  excessive 
liquidity  of  the  too-dilute  colours  f  all  these  are  defects  inhe- 
rent in  the  solid  part  of  the  paintings,  proceeding  from  the 
mechanical  execution,  and  which  cannot  be  remedied. 

To  this  may  be  added  the  rigidity  of  the  friable  glues,  the 
bad  choice  of  the  preparations  and  grounds  used  by  the  different 
painters,  the  thinness  of  the  coats  of  colour,  the  glazings  and 
the  sfregazzif^  so  much  loved  by  the  Venetian  school,  and  indeed 
perhaps  indispensable,  the  retouches  applied  by  the  painter  to 

1  The  difficulty  of  employing  vitreous  colours,  such  as  smalt,  is  acknow- 
ledged by  all  writers  on  art. 

2  I  may  mention  as  a  fact  that  Sig.  Schiavone  assured  me,  that  in  restoring 
pictures  by  Titian,  he  had  removed  eight  or  nine  layers  of  colour. 

s  The  ill  effects  of  employing  the  colours  too  liquid  are  frequently  men- 
tioned by  Malvasia  and  Lanzi. 

.  4  Sfregazzi  or  sfregature.  By  this  term  is  meant  a  peculiar  thin  kind  of 
glazing,  which  is  executed  by  dipping  the  finger  into  the  colour  and  drawing 
it  once  lightly  and  evenly  along  the  part  of  the  picture  on  which  it  was  to  be 
applied,  such  as  the  shade  on  the  cheek,  the  limbs,  &c.,  or  wherever  it  is 
wished  to  lay  a  soft  thin  shadow.  It  is  easy  to  understand  that  the  layer 
of  colour  must  be  very  thin.  These  siregazzi  are  distinguished  from  the 
glazings  by  the  manner  in  which  they  are  executed,  as  well  as  their  effects. 
The  glazings  which  are  commonly  mixed  with  varnish  may  be  applied 
either  with  a  brush  or  with  the  hand,  but  instead  of  drawing  the  finger  once 
along  the  part  to  be  painted,  it  may  be  rubbed  in  with  the  whole  hand. 
Glazings  are  used  for  laying  a  flat  transparent  tint,  but  sfregazzi  for  soft 
shadows  only. 
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the  picture  when  in  a  state  too  dry  and  hard,  with  a  hundred 
other  things,  are  all  defects  inherent  in  the  pictures  and  which 
spoil  them,  making  them  appear  as  if  injured  by  the  climate, 
and  preventing  the  perfect  union  of  the  surface  and  of  the  in- 
terior. 

Hence,  besides  the  decay  of  the  finer  parts  exposed  to 
the  contact  of  the  external  air,  the  whole  substance  of  the  pic- 
ture becomes  porous,  which  increases  the  feicility  of  ingress  to 
the  dissolving  acids,  and  these  give  rise  to  a  secret  disunion  of 
parts,  and  form  various  combinations  which  are  afterwards 
manifested  by  change  of  colour,  blaxskness,  and  other  marks  of 
destruction. 

In  addition  to  these,  there  are  the  intrinsic  defects  peculiar 
to  painting  in  oil,  notwithstanding  the  misapplied  praises  of  many 
writers.  The  nature  of  the  vegetable  oils  obtained  by  expreS' 
sion  causes  them  to  blacken  in  the  paintings;  the  peculiar  loss 
or  sinking  in  of  the  half-tints,  which  takes  place  more  frequently 
in  this  kind  of  painting  than  in  distemper  or  fresco ;  the  drying 
and  want  of  cohesion  in  the  small  particles  of  the  colours  ;^  the 

^  The  effects  produced  on  pictures  by  their  hanging  for  a  period  of  100 
or  200  years  on  a  south  wall  were  described  to  me  by  Sig.  Schiayone.  He 
says  such  pictures  invariably  appear  as  if  painted  in  distemper,  from  the 
evaporation  of  the  thin  and  fluid  parts  of  the  oil.  Such  pictures  preserve 
the  purity  of  their  colours,  which  Sig.  Schiavone  assured  me  would  wash  off 
with  water.  He  denies  that  the  Venetians  painted  any  part  of  their  pic- 
tures with  water  colours,  and  says  the  appearance  of  it  is  to  be  attributed  to 
this  cause  only.  He  also  told  me  that  paintings  which  had  hung  on  north 
walls  never  had  this  appearance,  but  always  perished  from  damp. 

Mr.  Edwards  also  concurred  in  this,  and  in  order  to  show  the  effects  pro- 
duced on  an  old  picture  which  had  always  hung  on  a  north  wall,  by  ex- 
posure to  the  sun,  he  related  to  me  the  following  account  of  a  Capo  d'Opera 
painted  by  Cima  da  Conegliano,  for  an  altar-piece  in  a  church  at  Venice, 
which  was  intended  to  be  hung  on  a  north  wall : — 

The  picture  was  on  wood,  and  in  order  to  preserve  it  from  damp,  the 
wall  against  which  it  was  to  be  placed  was  lined  with  wood,  and  the  space 
between  this  wood  and  the  picture  was  filled  with  charcoal.  The  con- 
trivance succeeded,  and  the  picture  was  preserved  until  recently  in  a  perfect 
state ;  but  the  late  Abbate  required  new  garments  for  the  priests,  and  not 
having  ready  money  available,  the  picture  was  sold.  The  purchaser  mort- 
gaged the  picture,  which  was  deposited  for  safety  with  a  restorer  of  pic- 
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rigidity  of  the  painting,  which  acquires  almost  the  transparency 
of  talc ;  the  coagulation  of  some  colours,  which  contract  into 
distinct,  dark-coloured,  and  very  hard  globular  particles,  a  great 
and  invincible  defect,  which  is  known  among  artists  by  the  name 
of  sobboUimento. 

Although  these  liquids  are  very  capable  of  being  volatilized, 
the  proportion  of  their  elements  is  restored  to  equilibrium  by  the 
regularity  of  the  evaporation,  after  which  no  part  of  them  re- 
mains but  the  dregs  (feccie),  which  are  incapable  of  being  sub- 
limed,^ and  which  are  called  by  the  chemists  "  inflammable 
earth,"*  which,  in  the  slow  operation  of  years  and  in  the  state  of 
commixtion  in  which  it  is  found,  acquires  greater  friability  and 
perhaps  also  greater  blackness  than  is  remarked  in  the  artificial 
separation  by  distillation,^  and  instead  of  considering  it  as  the 

turesy  who,  without  considering  that  the  picture  had  hung  ever  since  it  was 
finished  on  a  north  wall,  left  it  on  the  floor  of  a  room  exposed  to  the  mid- 
day sun.  In  the  mean  time  the  old  Abbate  died  and  a  new  one  was  ap- 
pointed, who,  thinking  the  picture  had  been  unlawfully  disposed  of,  insti- 
tuted law  proceedings  against  the  purchaser  and  recovered  the  picture. 
But  the  picture  was  no  longer  of  the  same  value,  for  it  was  found  dried  up, 
cracked,  and  almost  destroyed  by  the  exposure  to  the  sun. 

1  The  oil  is  converted  into  resin  by  the  evaporation  of  the  watery  par- 
ticles. 

2  It  is  almost  unnecessary  to  remark  that  this  theory,  founded  upon 
Stahl's  "  Theoria  Chemicse  Dogmaticse,"  the  doctrines  of  which  were  in- 
culcated as  the  infallible  code  of  professors  of  chemistry  for  almost  a  century, 
is  now  found  to  be  incorrect. 

Stahl  supposed  that  light  and  heat  were  occasioned  by  the  emission  of  a 
common  inflammable  principle,  which  he  called  Phlogiston. 

3  These  remarks  of  Mr.  Gio.  Edwards  are  evidently  founded  on  the  opi- 
nion of  his  father,  expressed  in  the  Report  from  which  I  have  given  an 
extract  at  page  885. 

Mr.  Edwards  appears  to  have  been  well  acquainted  with  the  distillation 
of  oils,  the  residue  of  which  is  a  kind  of  resin,  liquid  when  heated,  but  solid 
when  cold ;  black  in  colour  when  viewed  in  the  mass,  but  a  transparent 
brown  yellow  when  spread  on  a  light  ground.  It  is  without  any  smell,  and 
may  be  diluted  to  any  extent  by  the  volatile  oil  which  has  been  distilled 
from  it.  The  smell  of  this  volatile  oil  is  extremely  pungent  and  unpleasant, 
and  as  oil  paintings  cease  to  smell  when  perfectly  dry,  it  may  fairly  be  pre- 
sumed that  all  the  volatile  parts  of  the  oil  have  evaporated  (especially  if  the 
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usual  residuum  of  all  oils,  it  may  be  considered  as  a  result 
similar  to  that  mentioned  in  the  observations  of  Kunckel,  who, 
by  uniting  a  vegetable  essential  oil  to  a  highly  concentrated  acid, 
obtained  from  the  residue  after  distillation  a  dry  and  shining 
earth  (terra)  which  was  infusible. 

For  if  the  substance  of  this  oily  cement  is  supposed  to  change 
so  materially,  in  the  same  manner  we  may  readily  suppose  the 
change  which  it  induces  in  the  various  bodies  to  which  it  is 
united.  The  strong  smell  of  oil  colours  is  sufficient  to  show  the 
effervescence  of  the  parts  of  the  fresh  composition,  and  the 
formation  of  tiie  hist  combinations  among  the  different  prin- 
dples  which  disengage  themselves  and  unite  together. 

Hence,  the  scrutinizing  and  experienced  eye,  investigating 
the  changes  of  an  old  painting  of  this  kind,  will  find,  among 
many  other  things,  impure  concretions  of  sulphiu",^  which  was 
never  used,  and  indeed  could  not  have  been  used  on  that  part 
of  the  picture,  a  phenomenon  obtained  artificially,  as  Boyle  and 
Stahl  obtained  it,  by  simple  digestion  of  the  vegetable  oils  with 
sulphuric  acid. 

picture  has  been  placed  in  the  sun  and  ur),  and  that  the  resin  alone  is  left. 
The  change  therefore  produced  in  oils  by  drying  is  a  chemical  change,  for 
different  salts  come  over  with  the  volatile  parts  in  the  process  of  distillation. 
These  become  visible  when  the  distilled  oil  is  cooled  to  a  temperature  of 
40^  Fahrenheit,  when  it  becomes  a  mass  of  white  needle-shaped  crystals 
which  again  disappear  on  warming  the  distilled  oil.  If  this  distilled  oil  be 
rectified  by  distilling  it  a  second  time  upon  water,  the  salts  are  removed 
and  the  volatile  oil  remains  limpid  and  clear  in  the  coldest  weather.  The 
good  effects  therefore  of  exposing  newly  painted  pictures  to  the  sun  and  dew, 
by  which  the  volatile  particles  and  salts  or  rather  acids  are  evaporated, 
become  apparent. 

In  addition  to  the  partial  decomposition  of  the  oil,  and  the  evaporation  of 
the  volatile  acids  from  paintings  in  oil  which  have  been  exposed  to  the  sun 
and  dew,  another  important  chemical  change  is  effected,  and  the  resinous  part 
of  the  oil  is  bleached  by  the  action  of  the  chemical  rays  of  light,  and  by  the 
absorption  of  oxygen  from  the  air,  and  especially  from  the  dew  which 
contiuns  much  air  and  free  oxygen. 

1  Mr.  Edwards  told  me  his  father  had  sometimes  found  particles  of  sul- 
phur on  old  paintings,  and  that  he  had  more  than  once  called  his  attention 
to  the  subject,  and  had  pointed  out  to  him  the  grains  of  sulphur,  which  he 
had  picked  out  of  the  paintings. 
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Besides  these  defects  naturally  inherent  in  the  painting,  there 
is  the  following,  namely,  that  in  an  oil  painting  200  or  300 
years  old,  no  efibrts  of  art  can  remove  the  fixed  and  blackened 
part  which  caimot  be  evaporated.  Lead,  copper,  and  mercury 
are  also  subject  to  almost  the  same  alterations  when  ihey  are 
used  on  the  same  agents; 

From  these  facts  we  conclude  that  the  changes  of  these  bodies 
in  some  parts  of  the  painting  can  frequently  be  revived,  but  this 
should  be  understood,  with  very  great  restrictions,  for  some 
tints,  especially  those  composed  of  metallic  green,  blackened  by 
an  excess  of  acid,  which  enters  into  a  sulphurous  combination 
with  the  oil,  although  once  restored  by  the  use  of  an  alkali  pro- 
perly diluted,  do  not  permanently  better  their  condition. 

Tbere  are  alBo  the  injuries  arising  from  the  climate,  which 
is  the  most  active  enemy  of  paintings^  and  (mly  in  a  few  cases, 
perhaps,  can  they  be  defended  from  its  universal  and  incessant 
action,  and  although  climate  is  most  important  everywhere,  it  is 
especially  so  at  Venice,  for  if  a  writer  were  to  make  a  long 
description  of  the  phenomena  peculiar  to  all  the  different  cli- 
mates of  the  world,  he  would  characterize  that  of  Venice  by 
merely  indicating  its  singular  property  of  corroding  all  paintings 
in  a  very  short  space  of  time. 

Having  related  the  different  effects  of  the  immovable  causes 
which  we  have  indicated,  with  their  modifications,  I  would  ob- 
serve that  they  can,  by  a  very  easy  comparison,  be  distinguished 
from  those  which  are  produced  by  bad  restorations.  For  ex- 
ample, the  impossibility  of  increasing  the  thickness  of  the  coats 
of  colour  in  painting,  is  not  a  fault  of  the  art  of  restoration,  but 
the  continual  attenuation  of  them  with  corrosive  substances  is 
so ;  it  is  not  the  fault  of  the  art  if  that  which  causes  them  to 
divide  into  thin  laminsB  cannot  be  removed,  but  it  is  a  fault  to 
introduce  a  menstruum  which  disjoins  the  parts  still  more ;  it  is 
not  a  fault  if  the  unequal  porosity  of  the  mass  of  colour  in  a 
painting  cannot  be  reduced  to  the  consistence  of  a  body  fused 
all  at  one  time,  but  the  want  of  skill  consists  in  rendering  its 
surface  even  by  rasping  and  by  stippling  it.     So  it  is  not  to  be 
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imputed  to  ignorance  if  the  volatile  and  light  natni^  of  the 
mezze  tinte  are  not  changed  into  solid  and  resisting  substances, 
but  it  shows  great  ignorance  to  increase  and  make  them  heavy 
with  that  kind  of  re-painting  called  ^^  di  corpo,^'  nor  is  it  an 
artistical  error  if  the  heterogeneous  and  improper  ingredients 
which  enter  into  the  composition  of  the  difierent  mixtures  cannot 
be  separated  from  the  other  substances,  but  it  is  very  wrong  to 
use  those  things  which  decompose  tbem. 

In  order  to  verify  the  accuracy  of  these  observations  on  the 
visible  injuries  of  which  we  are  speaking,  we  think  it  suffi- 
cient to  refer  to  the  concordant  testimony  of  the  academic  body 
to  whom  the  anterior  state  of  the  chosen  pictures,  and  the  mode 
followed  in  their  restoration,  is  well  known. 
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EXTRACTS 

VBOK 

A  DISSERTATION  READ  BY  SIG.  PIETRO  EDWARDS 

IN  THE  ACADEMY  OP  FINE  ARTS  AT  VENICE 

ON  THE  PROPRIETY  OF  RESTORING 

THE  PUBLIC  PICTURES. 

DATED  MARCH,  1812. 

Of  gesso  and  oil  grownds. — The  practice  of  painting  m  dis- 
temper having  almost  entirely  ceased  towards  the  end  of  the 
fifteenth  century,  another  century,  at  least,  elapsed  before  there 
was  any  necessity  for  the  frequent  reparation  of  paintings  in  oil. 
After  this  period  the  use  of  gesso  grounds  being  abandoned, 
with  great  injury  to  the  Venetian  colouring,  the  practice  of 
employing  grounds  prepared  with  oil  was  introduced,  which  led 
to  the  adoption  of  different  methods  of  painting. 

Of  the  art  of  restoring  pictures. — At  this  time  the  experience 
derived  from  previous  trials  must  necessarily  have  been  want- 
ing, and  no  experiment  could  be  said  to  have  been  properly 
tried  until  it  had  stood  the  test  of  a  long  course  of  years.  Mean- 
while each  artist  adopted  the  method  which  to  him  seemed  best, 
or  followed,  without  examination,  the  custom  which  then  pre- 
vailed, until  the  year  1730  or  1740,  when,  warned  by  the  many 
past  errors  and  few  fortunate  results,  some  artists  adopted  a 
better  metiiod.  Tins  reform  gradually  progressed,  so  that  we 
can  maintain  on  the  base  of  indisputable  facts,  proved  by  the 
testimony  of  more  than  sixty  years,  that  the  art  is  now  carried 
to  a  point  of  the  highest  utility,  and  has  become  so  much  the 
more  valuable  ahd  important  inasmuch  as  the  necessity  of  our 
having  recourse  to  its  aid  is  daily  augmenting. 

Nor  is  any  discredit  thrown  on  the  art  by  general  accusations 
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founded  on  the  tmsnccessful  result  of  its  undertakings,  when 
they  are  considered  collectiyely  without  distinction  of  times, 
and  when  all  the  dates  of  so  dubious  a  career  are  put  together 
from  its  first  beginning.  The  commencement  of  all  the  arts 
was  feeble  and  insignificant,  and  eyen  at  the  height  of  their 
renown  they  always  numbered  among  their  professors  some 
obtuse  or  bad  workmen.  Hence,  if  it  is  wished  to  insinuate 
that  the  restoration  of  paintings  should  be  absolutely  forbidden, 
on  the  pretence  that  it  is  generally  productive  of  the  worst 
efiects,  it  is  necessary  to  show,  previously  to  such  a  conclusion, 
that  all  the  testimony  that  has  been,  or  that  can  be,  adduced 
in  favour  of  good  restorations,  by  means  of  which  many  valu- 
able works  of  art,  now  admired,  and  formerly  considered  use- 
less or  entirely  lost,  were  recovered,  is  evidently  felse  or  dic- 
tated by  a  foolish  anticipation ;  it  is  also  necessary  to  prove  that 
the  opinions  of  the  most  expert  professors  on  pictures  valued  at 
20  or  30  before  their  restoration,  and  actually  sold  for  100  or 
1000  after  it,  were  absurd,  or  that  they  were  all  purchased  by 
bribery ;  and,  finally,  it  must  be  proved  that,  in  this  general 
condemnation,  the  whole  course  or  state  of  the  art  must  be  com- 
prehended, so  that  from  its  commencement  until  the  present 
time,  neither  work  nor  workman  can  be  pointed  out  deserving 
of  praise. 

But  if  all  this  cannot  be  demonstrated,  the  lamentable  belief 
of  this  universal  falling  off  should  be  partially  removed,  because, 
while  it  does  not  coi;e8pond  witii  ^tTJ  truth,  it  drives  to 
despair  all  those  amateurs  and  artists  who  wish  that  by  systematic 
laws  the  chefs-d'ceuvre  of  ancient  pencils  may  in  a  few  years 
afford  us  no  occupation  but  that  of  weeping  over  their  legally 
consummated  misfortunes.  I  well  know  that  all  tins  is  not  suf- 
ficient to  change  the  firm  opinions  of  my  opponents  who,  though 
they  cannot  contradict  my  statements,  still  believe  that  they 
derive  a  strong  argument  against  the  restoration  from  some 
essential  defects  inseparable  from  it,  and  on  which  I  ought 
not  even  to  touch,  lest  I  should  increase  the  tedium  of  this 
long  discourse ;  yet,  that  my  silence  may  not  be  attributed  to 
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an  endeavour  to  avoid  answering  this  objection  which  is  reputed 
to  be  the  Achilles  of  its  party»  and  so  give  rise  to  snspidon 
against  my  cause,  let  me  entreat  you  to  suffer  me  to  allude 
briefly  to  the  alteration  of  tints  by  retouchings  *^di  corpo  "  in 
ancient  pictures,  of  which  so  much  has  been  said. 

My  adversaries  being  persuaded  that  so  gigantic  an  objection 
must  be  insuperable,  inquire,  almost  smilingly,  Whxt  colour 
now  used  mil  be  the  same  hereafter  f  To  this  I  have  a  most  de- 
dded  and  short  answer.  That  colour  whose  liquid  cement  shall 
be  quickly  absorbed  by  the  ground  on  which  it  is  placed,  and 
which  shall  be  afterwards  co?ered  with  an  appropriate  varnish, 
by  which  it  is  preserved  from  immediate  contact  with  the  air, 
that  will  be  the  colour  which,  being  used  to-day,  will  remain 
permanentiy  the  same  for  more  than  a  century.  The  assertion 
that  all  colours  in  all  cases  must  change  is  gratuitously  put 
forward  without  the  sli^test  evidence.  I  might  therefore  dis- 
pense with  adducing  proofe  of  the  correctness  of  my  answer, 
were  it  not  that  the  respect  due  to  the  honourable  assembly 
which  hears  me  obliges  me  to  say  something  on  the  subject, 
with  a  proper  regard  to  the  greatness  of  your  knowledge  before 
which  alone  I  am  permitted  to  justify  my  expressions,  merely 
observing,  that  from  the  chemical  doctrines  of  the  fermentation 
of  the  mixtures  into  which  fluid  components  enter,  results  the 
cause  of  the  intrinsic  or  internal  alteration  of  the  colours ;  that 
fit>m  the  same  doctrines  of  tiie  action  of  the  inflammable  gases 
and  carbon  which  float  about  in  the  atmospheric  air  as  well  as 
from  the  aqueous  vapours  of  the  same  atmosphere,  are  derived 
what  may  be  called  the  extrinsic  change  in  the  same  colours 
when  thoroughly  consolidated ;  that  from  the  knowledge,  also 
derived  from  chemical  science,  of  the  attractions  or  affinities  of 
aggregation  alone,  is  demonstrated  the  power  possessed  by  cer- 
tain absorbent  earths,  such  as  our  gesso  after  calcination,  of 
attracting  to  themselves  the  oils  as  well  expressed  as  essential, 
not  miscible  with  water ;  that  the  most  subtle  and  fluid  portion 
of  these  substances  being  absorbed,  and  the  cause  of  fermenta- 
tion being  thus  removed,  the  most  viscous  and  resinous  parts 
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which  remain,  withdraw  into  themselves  and  condense  the  par-* 
ticles  of  the  mixture  into  more  strict  cohesion,  which  thus 
acquires  a  uniform  consistence  most  proper  for  prevoiting  the 
penetration  of  the  dissolving  principles  contained  in  the  external 
air ;  that  the  interposition  of  a  varnish  between  the  painting  and 
this  external  air,  as  it  prevents  their  immediate  contact,  so  it 
preserves  the  surface  of  the  colours  derived  from  metallic 
oxides,  which  by  their  affinity  for  die  before-mentioned  inflam- 
mable gases  might  be  deprived  of  tiieir  oxygen  and  be  revivified ; 
that  the  foundation  of  these  theories  may  be  seen  expressed  in 
the  o]d  chemical  terms  in  the  works  of  the  celebrated  Bergman, 
of  Bourne,  and  of  Macquer ;  and  in  the  formulae  of  modem 
chemistry,  which  we  have  used,  in  the  works  of  Fourcroy  and 
other  modems,  not  omitting,  with  respect  to  the  article  of  var- 
mshes,  the  useful  practical  treatise  of  Watin,  praised  by  the 
before-mentioned  Macquer,  besides  all  those  passages  in  the 
works  of  various  respectable  authors  which  in  a  purely  physical 
sense  may  be  compared  with  them ;  that,  finally,  the  truth  of 
my  proposition  is  proved  by  the  incontrovertible,  though  rarely 
occurring,  fact  of  ancient  pictures  painted  in  oil  with  very  few 
repaintings  on  grounds  of  gesso  not  hardened,  (mark  well,)  not 
hardened  by  strong  glue,  or  on  canvas  having  a  thin  coating  of 
gesso,  whose  colours  have  been  preserved  with  as  much  freshness 
as  if  just  painted.  Such  are  tiie  three  paintings  representing 
tiie  legend  of  Sta.  Cristina,  and  another,  the  subject  of  which 
is  the  Annunciation,  all  of  which  are  the  works  of  Paolo 
{Veronese],  now  existing  in  our  Royal  Academy,  and  already 
prepared  in  the  "Gran  Sala"  for  any  observations  you 
may  wish  to  make  on  them,  which  being  considered  solely  with 
reference  to  the  colours  not  being  obscured  by  any  intrinsic 
change,  would  be  judged  to  have  been  painted  but  two  days  in- 
stead of  upwards  of  two  centuries,  yet  not  having  been  defended 
by  varnish  they  have  sufiered  great  injuries  in  the  parts  most 
deficient  in  solid  colour,  being  consumed  by  repeated  rubbings 
or  indiscreet  applications  on  pictures  remarkably  rigid  and  dry, 
as  well  as  by  the  continual,  though  imperceptible  action  of  the 
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surrounding  atmosphere ;  so  also  in  those  small  portions  which 
present  a  surface  of  metallic  colour  to  the  contact  of  the  air, 
such  as  the  copper  greens  and  a  certain  mineral  hlue  which  is 
no  longer  used,  they  have  manifestly  suffered  in  a  small  degree 
from  the  activity  of  the  inflammable  principles,  according  as  the 
substance  adapted  to  feel  their  action  was  combined  in  a  greater 
or  less  degree  with  other  ingredients,  agreeable  to  the  practice 
of  Paolo,  who,  differing  from  other  Venetian  masters,  scarcely 
ever  used  the  above-mentioned  colours  unless  mixed  with  others. 
You  will  perceive,  learned  academicians,  that  I  omit  adding 
a  hundred  other  things  on  this  special  proposition,  as  I  ought  to 
do  in  every  other  division  of  my  discourse,  because  each  by 
itself  would  have  required  a  particular  treatise ;  but  your  pene- 
tration will  certainly  understand,  even  from  what  I  have  hitherto 
stated  concerning  the  apprehended  alteration  of  colours  ^in  the 
retouchings  "di  corpo,"  that  it  was  not  the  impossibility  of 
making  the  colours  of  the  restored  parts  remain  always  the  same, 
that  occasioned  their  change,  which  in  part  originated  in  the 
then  unknown  bad  effect  of  stuccoes  and  grounds  incapable  of 
absorbing  the  more  fluid  part  of  the  recent  painting,  and,  con- 
sequently, of  permitting  it  to  dry;  it  was  the  want  of  an 
universal  knowledge  of  the  theories  necessary  for  the  secure 
practice  of  the  art,  and  these  effects  were  sometimes  produced 
by  the  desire  of  increasing  the  prospect  of  gain  by  hastening 
the  work,  aided  by  the  stuccoes  being  either  naturally  unab- 
sorbent  or  being  saturated  with  oil  previous  to  the  retouching, 
or  being  formed  of  the  colour  itself,  distempered  with  what 
ought  afterwards  to  serve  for  the  retouches  themselves,  al^ 
these  being  common  errors  on  such  a  subject. 
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Note,  p.  clxxv. 

The  Bolognese  MS.  (p.  454)  contains  a  recipe,  which  I  had  overlooked, 
in  the  later  handwriting,  for  making  lake  from  '*  lac  overo  grana/'  Lake 
made  from  kermes  was  known,  therefore,  in  the  fifteetith  century,  and  pre- 
Tious  to  the  time  of  Neri. 

P.  clxxxviii. 

I  am  informed  by  a  friend  that  the  Germans  consider  the  terms  Morel len 
Salz,  Eisen  Oxyd,  and  Caput  Mortuum  as  synonymous. 

P.  cclxi. 

By  the  earliest  varnish  used  in  Italy,  I  mean  to  say,  that  which  was  in 
general  use  after  the  revival  of  the  arts. 

Note,  p.  ccxcv. 

Since  this  Introduction  was  written,  it  has  been  pointed  out  to  me  by  a 
friend,  on  whose  judgment  I  have  perfect  reliance,  that  Paolo  Pino  was 
alluding,  in  the  passage  I  have  quoted,  to  the  drawing y  which  the  old 
masters  were  accustomed  to  finish  with  great  accuracy,  and  not  to  the  com- 
mencement of  the  picture  in  chiaroscuro.  On  a  closer  examination  of  the 
passage  in  Paolo  Pino's  Dialogue,  I  am  satisfied  my  friend  is  right.  I  must, 
however,  observe,  that  although  there  may  be  no  documentary  evidence 
that  Gian  Beliino  began  his  pictures  in  chiaroscuro,  we  have  still  the  testi- 
mony of  an  eminent  Venetian  artist  that  this  was  his  usual  practice.  See 
p.  cxxxiii. 

Page  60,  No.  11. 

Several  kinds  of  ley  are  mentioned  in  these  MSS.  Common  ley  wai 
made  by  an  infusion  or  decoction  of  the  ashes  of  burnt  wood  in  water.  This 
was  called  Manno  in  Tuscany,  Lisda  in  other  parts  of  Italy.  It  was  also 
called  Colato  ^  and  Bucato,  which  is  the  ley  used  by  laundresses.  Strong 
ley  was  called  Liscia  fortissimay  weak  ley  Liscia  dolce.  Capitello  was  by 
some  persons  considered  the  same  as  Liscia ;  but  D.  Alessio  says  that  Capi- 
tello was  made  of  strong  ashes  and  of  soda  with  quicklime,  like  that  of  which 
soap  is  made.  It  was  then  caustic  ley*  Ranno  da  Mezzo  is  the  same  as 
Capitello,*  and  Ranno  da  Capo  ^  is  probably  the  same.  The  strength  of 
the  ley  was  determined  during  the  middle  ages  in  the  same  manner  as  it  is 
now — namely,  by  laying  a  fresh  egg  upon  it :  if  the  egg  sank,  the  ley  was 

1  D.  Alessio.  •  Alberto's  Diet.  «  Bol.  MS.,  p.  354. 

VOL.  II.  2   P 
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too  weak ;  if  it  swam,  it  was  of  tbe  proper  strength.     See  Bol.  MS., 
p.  498. 

Page  70,  No.  48. 

Tutia,  Tuzta,  or  Tuchia,  is  an  impure  oxide  of  zinc  found  in  the  chimneys 
of  the  furnaces  in  which  zinc  ores  are  roasted,  or  in  which  zinciferous  lead- 
ores  are  smelted.  (Note  by  the  Translators  of  Beckmann's  Inventions, 
Art.  Zinc.)  Alexandrine  Tuzia  was  prepared  artificially  by  placing  in  the 
furnaces  where  the  ore  was  smelted  rods  of  iron,  to  which  the  zinc,  being 
sublimed  by  the  heat,  adhered.  (See  Ricettario  Fiorentino.)  Oxide  of 
zinc  was  called  by  the  Romans  Pompholyx  and  Bulla,  Pompholige  by  the 
Italians,  Tuzia  by  the  Arabs ;  at  a  later  period  it  has  been  known  by  the 
names  of  Lana  philosophica,  nil  album,  flowers  of  zinc,  &c.  Matthioli 
(Diosc,  lib.  v.,  cc.  43,  44, 45)  distinguishes  between  the  real  Tutia,  which 
he  calls  Cadmia  Minerale,  and  Alexandrine  Tutia.  Depping  (Hist,  du 
Commerce,  &c.,  vol.  i.  p.  144)  says — "  La  tuthie,  poudre  de  Tarbre  Goan^ 
que  les  Egypticns  tiraient  d'Alexandrie  ;  Pegoletti  la  nomme  ispodio^ 
d'apr^  le  mot  spodos,  que  donnaient  k  cette  drogue  les  Grecs  et  les  Arabes." 
In  this  he  is  not  correct.  Tutia  and  Spodio  are  not  to  be  confounded.  The 
difference  between  them  is  pointed  out  by  Matthioli,  who,  quoting  Galen, 
says — *'  "Qy  pompholige  was  understood  the  more  subtle  part  which  rose  to 
the  top  of  the  furnace ;  and  by  spodio  the  grosser  particles  which  fell  to 
the  bottom."  The  same  author  mentions  an  artificial  kind  of  spodio  which 
was  stated  by  Avicenna  to  be  prepared  from  different  vegetables,  chiefly 
from  canes,  and  it  is  this  artificial  kind  of  spodio  which  Depping  has  con- 
founded with  Tutia.    See  Matthioli's  Diosc,  lib.  v.  cap.  45. 

P.  86,  note  5. 

The  '^  lot  *'  is  not  a  liquid  measure,  but  a  weight.  See  the  '  Note  on 
the  Weights  and  Measures,'  p.  898. 

Note,  p.  112. 

The  proof  that  S.  Audemar  was  a  Frenchman  and  an  ecclesiastic  is  to  be 
found  in  No.  165  (p.  131),  where  he  says,  "  in  hac  nostra  patria  Galliae  ut 

in  tota  Francia  crescit,"  and  <'  quedam  herba cujus  flores  nos  crocum 

laici  vero  safran  vocant." 

P.  178. 

Since  writing  the  passage  in  the  text  I  have  had  reason  to  think  that  the 
glass  described  in  the  page  referred  to  may  have  been  black,  and  not  blue, 
but  as  yet  I  have  no  proof  of  this  fact. 

P.  205,  No.  232. 

Cuprum  ustum  or  J&  ustum,  called  also  Ferretta  di  Spagna,  was,  according 
to  Cesalpino  (De  Metallicis,  lib.  iii.  c.  5),  nothing  but  calcined  copper.  In 
modem  chemistry  it  is  denominated  the  protoxide  of  copper.  The  terms 
Ferret  and  Ferretta  di  Spagna  were  also  applied  to  the  native  red  ore  of 
iron,  called  Haematite.    See  Art  of  Fresco-painting,  p.  xxzii. 
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P.  209. 

Copper  was  at  first  called  <bs  cyprium :  but  in  course  of  time  cyprium 
only ;  from  which  was  at  length  formed  cuprum.  See  Beckmann's  Inven- 
tions, tit.  Zinc. 

Page  211,  No.  V. 

Admovitrius. — ^This  should  be  ammomtrum  or  hammonitrum,  the  ancient 
term  for  the  "  frit "  or  first  mixture  obtained  by  the  fusion  of  the  sand  and 
alkali.  See  Pliny,  lib.  xxxvi.  cap.  26.  Cesalpino  speaks  positively  on 
this  point:  he  says  that  *'  of  sand  and  nitre  is  made  a  mass  which  Pliuy 
calls  hammomtntm,  and  which  is  now  called  *  fritte.* "  See  Merret's  Notes 
to  Neri's  Arte  Vetraria,  cap.  viii. 

Page  227,  No.  XXII. 

Paramentum. — The  saline  efflorescence  which  is  found  on  old  walls.  It 
is  more  acrid  than  common  salt.  Merret  says  that  he  had  a  specimen  in  his 
cabinet  which  was  transparent,  and  very  similar  to  alum.  It  is  more  acrid 
to  the  taste  than  sea-salt.  See  Merret's  Notes  to  Neri*s  Arte  Vetraria, 
cap.  vii. 

Page  244,  No.  L. 

Alumen. — The  name  formerly  given  to  all  salts  which  had  sulphuric  acid 
for  a  base.  In  medieval  MSS.  these  salts  are  also  called  "  Glassa,"  or 
'*  Glace."  It  appears  that  the  Romans  gave  this  name  to  sulphate  of  iron. 
'*  The  difference,  that  the  vitriols  are  combinations  of  sulphuric  acid  with  a 
metallic  oxide,  either  that  of  iron,  copper,  or  zinc,  and  alum  on  the  other 
hand  with  a  peculiar  white  earth,  called  on  this  account  alumina,  has  been 
established  only  in  modern  times."  ^ 

Many  kinds  of  alumen  are  mentioned  in  medieval  MSS.  A  pigment  of 
this  name,  which  appears  to  have  been  Allume  Scagliuolo,  is  twice  alluded 
to  in  the  third  book  of  Eraclius.     See  pp.  245  ^nd  232. 

Alumen  glade,  Alumen  glarum,  Alun  de  glace,  Alumen  jamenu — There  is 
little  doubt  that  these  were  merely  dififerent  names  for  Roche  Alum.^  Allume 
difeccia — Tartar  of  wine  dried  in  the  sun  during  the  dog-days.  3  Carbonate 
of  potash.  AUume  catino — Carbonate  of  soda.  Allume  di  ptume,  Alun  de 
plume — called  also  Allume  Scissile,  It  is  a  natural  alum,  composed  of  many 
threads,  which  are  white,  straight,  fine,  and  shining  like  crystal,  which  form 
here  and  there  certain  fringes  or  beards  like  feathers.  It  is  frequently  con- 
founded with  the  stone  called  Amyanthus,  or  Fiore  di  pietra.  *  Allume  di 
JRocca,  Roche  Alum,  Alun  de  Roche — The  best  kinds  of  alum  are  known 
by  this  name.  The  genuine  is  of  a  pale  red  colour ;  but  this  is  frequently 
imitated  by  colouring  the  common  kinds  of  alum.     The  origin  of  the  term 

^  Beckmann,  Inventions,  tit.  Alum. 

«  See  MS.  of  Le  Begue,  Nos.  42,  93,  299,  and  Table  of  Synonymes ;  and  the 
Bol.  MS.,  No.  3. 
*  Ricettario  Fiorentino.  *  Alb.,  Diz.  Enc. ;  and  see  Ricett  Fior. 

2p  2 
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Roche  alum  is  doubtful.  Bcckinann  thinks,  with  Leibnitz,  that  the  name 
was  derived  from  Rocca,  in  Syria.  AUume  Scagliuolo — A  kind  of  stooe 
resembling  talc,  of  which,  when  calcined,  is  made  the  *' gesso  da  oro,*'  or 
gesso  of  the  gilders,  and  which  is  also  used  for  the  grounds  of  pictures. 
The  heat  renders  it  opaque  like  gesso,  and  causes  it  to  split  into  layers.  ^  It 
has  been  observed  (p.  cliii.)  that  this  was  probably  the  pigment  called  Ah- 
men  by  Eracliua.  AUume  Zuccarino — Roche  alum  pounded  with  sugar, 
white  of  egg,  and  rose  water.  ^ 

Page  258,  note. 

In  a  dissertation,  published  at  Yicenza  in  1845,  entitled  '  La  Carta/  Sig. 
Giuseppe  Riva,  author  of  several  archaeological  works,  endeavours  to  prove 
that  the  manufacture  of  paper  was  known  to  the  Romans,  and  described  by 
Pliny;  and  in  the  Appendix  to  the  Second  Edition  of  this  Treatise,  pub- 
lished in  the  following  year,  Sig.  Riva  mentions  two  medieval  documents 
which  are  among  the  earliest  known  to  be  written  on  paper.  They  are 
preserved  in  glass  cases  in  the  Archivio  Capitolare  at  Verona.  The  first, 
which  is  of  the  ninth  century  and  of  the  reign  of  Charlemagne,  was  signed 
by  Bishop  Ratoldo  in  the  year  814,  as  appears  in  the  Italia  Sacra  of  Ughelli 
(2nd  edit.,  tom.  v.  pp.  707,  708).  The  other  is  about  a  century  earlier, 
and  was  subscribed  by  Diodato,  son  of  the  Doge  Orso.  (See  Maffei, 
Verona  lUustrata,  iii.  p.  1,  p.  298,  and  Apol.  Rifl.,  p.  25  and  27.)  Both 
documents,  which  were  examined  by  Sig.  Riva  and  other  antiquaries,  were 
found  to  be  on  paper  similar  to  what  is  now  in  use,  and  in  excellent  preserva- 
tion ;  but  it  could  not  be  ascertained  whether  the  paper  was  made  of  linen 
or  cotton. 

P.  803,  No.  322. 

Since  this  work  was  printed,  I  have  been  favoured  with  another  copy  of 
this  recipe  which  appears  to  be  more  correct  than  my  version ;  I  therefore 
subjoin  the  variations  : — 

Pour  or  mouler  recipe.     R.  tres  fin  or  lime  bien  menu,  &c.  ......  Mais 

avant  ce  doit  estre  bien  limanze  d'or  bien  lave  en  un  bachin  ou  une  eonche 
de  limee  en  [a]  un  pincel  et  a  ce  mortier  dessus  dit  molez  tant  or  que 
Teaue  qui  y  sera  mise  soit  au  departir  clere.  Et  en  telle  maniere  pourrez 
molir  cuivre,  argent  estaing  ou  tout  autre  metal  mais  gardez  que  lor  ne  se 
paerde  car  il  faudroit  remoudre  de  rechief,  &c. 

A  recipe  for  grinding  gold.     Take  some  very  fine  gold  filings,  &c 

but  your  filings  should  be  previously  well  washed  in  a  basin  or  shell  with  a 
pencil.  Then  grind  all  your  gold  in  the  above-mentioned  mortar,  until  the 
water  passes  oif  clear.  And  in  this  way  you  may  grind  copper,  silver,  tin, 
and  all  other  metals,  but  take  care  that  the  gold  is  not  lost,  for  it  would 
then  be  necessary  to  regrind  it,  &c. 

Page  313,  No.  341. 
The  word  "  glas  "  occurs  frequently  in  medieval  MSS.     It  is  sometimes 


1  Alb.,  Diz.  £no.  *,  Rioett  Fior. ;  Matthioli,  p.  1430.  *  Rieett.  Fior. 
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written  "  glasse'*  or  "  glasse  aromatique/'  and  sometimes  it  is  joined  with 
alum  ;  for  instance,  "  alun  de  glace/'  "  alumen  glacie,"  "  alumen  jameni 
yel  glasso."  The  term  has  many  significations.  It  was  applied  during  the 
middle  ages  to  alum ;  the  name  being  probably  given  from  the  resemblance 
of  the  crystallised  salts  to  glass,  in  the  same  manner  as  the  sulphates  of  iron, 
copper,  and  zinc  were  called  ^^  Vitriols  '*  from  their  glassy  appearance. 
(See  Agricola,  De  Metallicis.)  In  Welsh,  Armoric,  and  Irish,  the  herb 
woad,  which  was  used  as  an  alkali  in  glass-blowing,  was  denominated 
'^  glas  "  (glastum  or  yitrum) :  the  same  term  was  also  applied  by  these  people 
to  the  colours  blue  and  green.  (See  Edinburgh  Review  for  July,  1847,  p. 
201,  n.)  The  Romans  gave  the  name  of  glessum  to  amber,  which  was 
called  by  the  Germans  *'  glas.*'  The  latter  term  was  also  applied  to  San- 
darac,  the  principal  ingredient  in  the  Italian  '^  Vernice  liquida,"  and  this 
has  occasioned  much  confusion. 

The  following  passage  from  Mr.  Eastlake's  '  Materials'  (p.  246)  will  serve 
as  a  guide  in  determining  the  meaning  of  ^'  glas  "  when  used  with  reference 
to  varnishes: — *^  Where  both  terms [vemix  and  glas]  appear  together,  they 
mean  distinct  things,  and  the  text  can  alone  show  which  of  the  two  mean- 
ings each  conveys ;  but  in  general  glas  means  amber,  and  vemix  sandarac." 
With  this  view  of  the  subject,  therefore,  the  word  "  vernix  "  in  No.  207  of 
the  MS.  of  S.  Audemar  (p.  163)  means  sandarac,  and  "  glasse  '*  in  the  fol- 
lowing recipe  amber  :  the  same  may  be  observed  of  the  passage  in  No.  274 
of  the  Paris  copy  of  Eraclius,  *^  si  autem  vemix  non  habueris,  accipies  gUtS' 
sam"  But  with  respect  to  the  term  ^^  glasse  aromatique  "  in  the  Le  Begue 
MS.,  p.  341,  there  is  no  positive  evidence  which  ingredient  is  meant. 

As  late  as  the  year  1617  the  word  ^^ glasse"  was  synonymous  with  the 
English  word  varnish.  See  Minshew's  *  Guide  unto  Tongues,'  London, 
1617. 

There  is  yet  another  signification  of  the  word  *'  glace  "  which  has  become 
obsolete,  namely,  *'  glace  d'^tain,"  the  old  name  for  bismuth. 

P.  327. 

**  La  Comoaille  foumissait  au  commerce  du  moyen-4ge  son  etain.  On 
I'envoyaient  brut  dans  Tile  de  Majorque,  en  Provence,  et  k  Venise,  pour  le 
foudre.  Celui  qu'on  avait  apprete  k  Venise  etait  le  plus  estim^  dans  le 
Levant." — Balducci  Pegoletti,  Prattica  della  Mercatura,  cap.  xxix.,  quoted 
by  Depping,  Histoire  du  Commerce. 

P.  384. 

This  observation  refers  to  the  second  kind  of  Giallolino,  which  is  described 
in  p.  clviii. 

P.  606,  last  line  but  4. 

This  passage  has  been  inserted  by  mistake— powdered  glass  is  not,  I 
believe,  mentioned  in  the  Marciana  MS. 

P.  636,  line  16. 
Instead  of  the  present  translation,  read  thus — 
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When  making  the  varnish,  y<m  must  boil  and  skim  it  well,  if  necessary, 
that  it  may  be  clear  and  thick. 

P.  649,  note  5. 

It  may  be  necessary  to  remark  that  the  name  **  Biadetto  "  was  given  both 
to  the  native  and  the  artificial  blue  carbonate  of  copper.    See  p.  ceil. 

P.  822,  note. 

The  reference  to  the  '  Tnut^  de  Mignature  de  Cristophe  Ballard '  is  in- 
correct. The  method  described  in  this  work  of  applying  the  blue  pigment 
differs  from  that  in  the  text.    See  p.  ccviii. 


NOTE 

ON  THE  WEIGHTS  AND  MEASURES  WHICH  OCCUR  IN  THIS 

WORK. 

The  weights  and  measures  mentioned  in  the  different  MSS.  vary  so  much 
that  it  may  be  necessary  to  give  a  short  account  of  them. 

Those  which  occur  in  the  French  MSS.  are  the  following — ^namely,  the 
pound,  the  quarteron,  the  ounce,  the  denier,  the  blanc,  and  the  esterlin  : 
the  last  was,  properly  speaking,  an  English  weight. 

The  pound  varied  in  different  parts  of  France.  At  Paris  it  contained 
16  oz. ;  at  Lyons  14 ;  at  Toulouse  and  in  Provence  13^  oz. ;  and  at  Rouen 
16}  oz.  and  {ths  of  the  Paris  weight.  The  weights  mentioned  by  Le  Begue 
were  those  used  at  Paris ;  and  those  in  the  recipes  brought  from  England, 
which  have  French  names,  were  probably  the  same  as  were  then  used  in 
the  Anglo-French  provinces. 

The  Paris  pound,  used  to  weigh  gold,  silver,  and  the  richer  commodities, 
was  thus  sub-divided — 

24  gndns  =  1  pennyweight  or  denier. 
3  deniers=  1  gros. 
8  gros     =  1  ounce. 
8  ounces  =  1  marc  =  2  quarterons. 
2  marcs  =  1  pound=r7560  grains  Troy. 

The  grain  was  sub-divided  by  the  moneyers  in  the  following  manner — 

1  grain  =  20  mites. 
1  mite    =  24  droits. 
1  droit  =  20  periots. 
1  periot=  24  blancs.  '*■ 

The  Esterlin  was  a  goldsmith's  weight,  equal  to  18}  grains.*  It  was  intro- 
duced into  England  by  the  Anglo-Saxons,  who  were  called  Easterlings  or 


»  See  p.  86,  No.  94.  «  See  p.  88, 
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Esterlings,  whence  the  name  of  the  coin.  From  this  it  is  easy  to  perceive 
the  derivation  of  the  term  "  sterling "  now  applied  to  English  money 
generally. 

The  English  weights  have  their  first  composition  from  the  silver  penny, 
which  ought  to  weigh  32  wheat  corns  taken  from  the  middle  of  the  ear 
(some  authors  add,  which  should  be  well  dried).  The  silver  denarius  was, 
in  its  diminished  state,  the  pattern  of  the  English  and  Gothic  penny ;  and 
as  the  denarius  gave  name  to  the  weight  used  on  the  Continent,  the  penny 
gave  its  name  to  our  pennyweight.  The  weight  of  the  penny,  from  the 
Conquest  to  the  28th  Edward  I.,  was  originally  24  grs.,^  but  in  the  reign 
of  Edward  III.*  it  fell  to  18.8  This,  it  will  be  observed,  was  only  half  a 
grain  less  than  the  goldsmith's  weight  called  Esterlin,  and  it  is  extremely 
probable  that  this  Esterlin  was  of  the  same  weight  as  those  Anglo-Gallic 
pence  coined  in  the  reign  of  Edward  III.,  by  himself  and  his  son  the  Black 
Prince,  which  were  actually  denominated  "  Sterlings  "  and  **  Aquitaine 
Sterlings."*  Twenty  pence  (of  the  weight  of  82  wheat  corns)  made  an 
ounce,  and  12  ounces  1  pound.  This  was  Troy  weight,  called  by  Fleta 
**  Trone  weight."*  It  was  used  to  weigh  gold,  silver,  precious  stones, 
medicinal  preparations,  and  bread.  The  quantities  then,  in  the  recipes 
given  by  Theodore  of  Flanders  to  Le  Begue,  must  be  calciUated  by  Troy 
weight,  and  not  by  the  Paris  weight. 

Italian  weights  and  measures  are  mentioned  in  those  parts  of  the  Le 
Begue  MS.  which  were  translated  from  the  Italian. 

The  Italian  pound  was  divided  as  follows — 

G  24  grains      =  1  Scropolo  (scruple)  or  danaro,  the  French  denier 

and  English  pennyweight. 
9    3  scruples  =  1  dragma  (drachm). 
3    8  drachms  =  1  ounce. 
5  12  ounces    =  1  pound,  equal  to  12  oz.  of  the  Imperial  pound 

avoirdupois,  or  to  ftbs  of  that  standard. 

The  Venetian  ounce  contained  9  drachms.  The  modem  Roman  pound 
was  equal  to  1  marc  i  gros  14  grs.  French. 

At  Genoa  and  Venice  goods  were  weighed  either  by  the  peso  grosso  or 
the  peso  sottile.  The  latter  was  used  for  weighing  gold,  silver,  and  valu- 
able articles ;  the  former  for  other  things. 

100  pounds  of  the  peso  sottile  of  Venice  were  equal  to  Glfths  com- 
mercial pounds  of  Amsterdam. 
100  pounds  of  the  peso  grosso  =  94|tbs  of  the  same  pounds. 

The  following  table  will  show  the  relative  proportion  of  the  several 
weights  used  in  the  countries  mentioned  in  the  MSS. — 

1  Redding,  Annals,  vol.  i.  p.  388.  ^  Euc.  Brit.,  tit  Medals, 

^  Edward  III.  died  in  1377,  only  five  years  before  the  earliest  date  mentioned 
by  Alcherius. 

^  See  Akerman's  Numismatic  Manual,  p.  377,  379,  and  383. 

*  Some  authors  derive  the  name  of  Troy  weight  from  Troy  Novantj  the 
monkish  name  for  Loudon,  the  former  capital  of  the  Trinobantes,  as  the  inha- 
bitants of  Middlesex  and  Essex  are  called  by  Csesar  (B.  G.  5,  20). 
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lbs.    OS. 

91    8  of  Amsterdam,  Parii,  &c. 
137    4  of  Genoa. 
100  pounds  of  England  are  equal  to  :{ 132  11  of  Leghorn. 

153  11  of  Milan. 
152        of  Venice.! 
A  Rotolo  ia  a  Venetian  weight  of  32  oz.  :  also  a  Sicilian  weight  of 
2ilb8. 

The  **  loth "  mentioned  in  Nos.  96  and  97  (p.  86))  and  itiil  used  in 
Germany,  Denmark,  and  other  parts  of  the  north  of  Europe,  was  probably 
introduced  into  England  by  the  Anglo-Saxons.  It  is  equivalent  to  half  an 
ounce.    The  German  pound  is  divided  in  the  following  manner  :-^ 

4  drachms  =  1  loth. 
2  loths        ss  1  ounce. 
8  ounces     =  1  marc. 
2  marcs      =  1  livre  or  pound. 

In  No.  97  "  creeres  de  Inde  "  are  mentioned.  The  term  "  creeres  **  may- 
have  been  a  corruption  of  **  seer,"  the  common  Indian  pound,  which  is 
equal  to  12  Paris  ounces. 

MEASURES. 

In  the  MS.  of  Le  Begue  the  pint,  the  quart,  and  the  chopine  are  men- 
tioned.   Their  relative  value  was  as  follows : — 

The  old  Paris  quart  was  equal  to  2  pints. 

1  pint  „  2  chopines. 

1  chopine      „  2  demi  setiers. 

The  Paris  pint  was  nearly  equivalent  to  the  English  wine  quart.  These 
measures  are  mentioned  in  the  recipes  given  by  Theodore  of  Flanders  to 
Alcherius. 

BOMAN  LK^UID  MEASURES. 

Eng.  wine  gallon. 

4  cartocci  =  1  Foglietta,  equal  to        0'0868 

4fogliette=  I  Boccale        „  0-3471 

32boccali    =  1  Barrile         „  11-1072 

TUBIlf  LIQUID  MEASURES. 

2  Boccali=:  i  pinta,  equal  to  O'^ths 

Bpinte       =  1  Rubbo  „  2*i 

FLOBENTINK  LIQUID  MEASURES. 

2  quattrini^  1  Mezzetta  or  metadella  0*13125 

2  mezzette  =  1  boccale  0*2625 

2  boccaU     =  1  fiascho  0  *  525 

20fiaschi     -  1  barrile  10*  6 

10  barrili      =  1  congo  106 

The  words  in  Italics  occur  in  the  Italian  MSS. ;  and  in  those  parts  of 
the  Le  Begue  MS.  which  were  translated  from  the  Italian. 

1  From  the  Enc.  Brit.,  art  Weights. 
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Abbozzo 
Abbozzo,  ccc,  746 
Abezzo.      See  Olio  di  A- 

bezzo 
Admovitrius,  210 
^s  ustnm,  892 
Afronitre,  316 
Agatino,  650 
Aglaopho,  826 
Alba  creta,  19,  275,  281 
Albano,  ccxii 
Albert  Durer,  798 
Albert!,  Leon  Batista,  Ixvi 
Albam  de  Pallea,  or  Apu- 

leya,  239 
Albas,  18  n 
Alcherius,  notice  of,  3-14 ; 

his  writiDgs   and   their 

date,  4,  6,  258,  280 
Alexander  the  Great,  766 
Aliense,  xlii,  865 

*  Alia     prima,'       cxxxiv, 

cxxxix,  ccciii 
AUume  catino,  893 

•  di  feccia,  ib. 
di  piume,  89,  893 

di  rocca,  893 

scagliuolo,  893, 894 

zuccarino,  894 

Almagre,  Almagra,    clxx, 

cclxxxvi,  ccxcvii,  696  n 
Almond  shells,  black  pig- 
ment     from,       ccxxv, 

ccxxvii,  651 
Aloes,  clxiv,  clxvii,    163, 

241,  695 
,  different  kinds    of, 

clxvii 
Alumen,  cliii,  233, 245, 893, 

894 
. glacie  or  glarum, 

19,  88,  345  n,  893 

Jameni,  79,    344, 


345  n,  893 

■rotundum,  222  and 


n,  223 
Alun  de  Glace,  89,  893 
Amalgam,  624,  672  and  n 
Amassette,  770  and  n 
Amber,  used  as  a  sy  nonyme 
for  beads,  xci;  statue  of 
the  Virgin  of,  ib, ;  fecti- 
tious,  ib,  515,  517,  609; 
necklace    of,    found    on 
skeleton  near  £1^,  xcii ; 
origin  of,  ccliv ;  its  oom- 
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position,  cclv ;  where 
found,  ib, ;  called  glen- 
sum,  glas,  glassa,  ccWi ; 
formerly  confounded 
with  resin  of  the  black 
poplar,  cclvi;  and  with 
Oriental  copal,  cclvii, 
cclviii ;  is  of  two  kinds, 
of  which  the  Prussian  is 
best,  cclyii;  not  used  at 
an  early  period  by  the 
Italians  in  varnishes,  ib, ; 
method  of  dissolving, 
cclxxiv 

Amber  varnish,  probably 
one  of  the  improvements 
introduced  into  Italy  by 
the  Flemings,  cclxvii ; 
notices  of  by  Italian 
writers,  ib, ;  different 
kinds  of,  cclxviii,  cclxix, 
628,  644,  688,  698,  723, 
742 ;  as  a  vehicle  for 
painting,  cclxxii;  Shel- 
drake's experiments  on, 
i6.;  advantages  of,  ib.\ 
used  by  Correggio  in 
painting,  cxlviii 

Ambruogio  di  Bindo,  Ixii 

Ammonitrum,  893 

Ancorca  or  Encorca,  cliii, 
clxi 

Andrea  Domenicano,  Ixi 

— — -  di  Salerno.  See 
Sabbatini 

del  Sarto,  605 


Angioletto  da  Gubbio,  Ixii 
Ange,  P^re  1*,  789  n 
Anguillaria,  19 
Ansino  di  Pietro,  xxxii 
Antiphilus,  829 
Antoine,  P^re,  760,  789  n 
Antonello  da  Messina,  cxvi 
Antonio  di  Compendio,  4, 

280 

de'  Rossi,  12 

Apelles,  766 
ApoUonio,  xliii 
Apsis,  xxxix  and  n 
Aqua  fortis,  332,  402,  666, 

678 

regia,  65  n,  334, 388  n 

Arabians,  arts  of,  176 
Arabesques,  782 
Archerius.    See  Alcherius 


Aurum 

Architecture,  domestic,  in 
England  and  France 
during  the  13th  and  14th 
centuries,  xxv 

Argenta,  Jacopo  Filipo  d', 
xxxi 

Argilla,  20 

Aries,  early  commerce  of, 
xxiii,  cxiv 

Armenini  da  Faenza,  his 
work  recommended,  724, 
742,  746 

Arnaldde  Villeneuve,  168 

Arsenic,  crystallized,  516  n 

Arsenicon,  cliv 

Artificial  gems,  196,  331, 
338 

pearls,  xcii,  511- 

513,  523 

Arts,  progress  of  in  middle 
ages,  xxiii,  xxiv 

Arzica,  cliii,  clxi,  clxiv, 
ccxxix,  19  and  n,  328, 
482 

,  burnt,  clxvii 

Arzicon,  cliv,  19  and  n, 
246  and  n 

Ashes  used  in  the  prepara- 
tion of  grounds,  cclxxxv 

Asphaltum,  cxx,  cxxiii, 
cxxvi,  cxxviii,  cxxx, 
cxxxii,  cxxxiii,  cxxxiv, 
cxxxvi,  cxli,  cxliv,  cclx, 
ccxcviii,  ccci;  different 
kinds  of,  ccxxiii ;  its 
properties,  ccxxiv;  me- 
thod of  preparing,  ccxxv; 
dryer  for,  ccxliv,  749 

Assafoetida,  cxxv,  435  n 

Assiete,  size,  262 

Assisia  auri,  19,  283 

Asurblau,  cxcviii 

<  Assumption '  of  Titian, 
876 

Atramentum,  19,  68,  138, 
152,  248,  298 

Aubonne,  Daniel  d',  xxxvi 

Audemar,  St.,  112, 130, 892 

Aureola,  18 

Auripetrum,  or  Auripen- 
trum,  xcviii,  19, 1 14, 158, 
240 

Auripigmentum,  cliv,  18, 
19 

Aurum,  18 
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Azarcon 

AzarcoD,  div 

de  latiemii  native 

red  lead,  clxx 

Azoch,  476  and  n 

Azogae,  477  n 

Aziir  d'Acre.  See  Ultra- 
marine 

k  poadrer,  ccviii 

See  Smal- 


to,  ccviii,  822 

Azzurro,  Azure,  cxcvi,  808 ; 
native,  cxcvi,  ccii,  341- 
883;  artificial  mineral, 
ccix,  47,  49,  67,  136, 
319,  384,  405,  612; 
price  of,  ccix;  from 
plants,  136,  272,  298, 
406^16;  to  distinguish 
one  kind  from  another, 
246,  340;  to  temper,  134, 
156;  to  grind,  408;  to 
colour,  360,  410,  412;  to 
refine,  356, 360,  362, 410; 
to  multiply,  412  and  n ; 
to  purify,  134;  for  walls, 
400 ;  to  prepare  as  a 
body  colour,  500;  for 
painting  pottery,  536, 
538,  540;  mixtures  of 
other  colours  with,  652 

Azzurro   di    Anglia,   349. 
Sei  Azzurro  della  Magna 

■ di  Biadetto,     See 

Biadetto 

■  di  Germania,  cccxi 


n 


di  Lombardia.  See 
Azzurro  della  Magna, 
327,  348 

della  Magna,  na- 


tive blue  carbonate  of 
copper,  cxcvi ;  proved  to 
be  so  by  analysis  of  old 
pictures,  cxcvii ;  used  on 
mural  paintings  and  on 
pictures,  cxcix,  327,  340, 
342,  344, 364, 375  and  n, 
788 
Oltramarino.    See 


Ultramarine 

di  Pozzuoli,  ocvi, 


cccxi  n,  659,  761,804 

Spagnuolo,  or   di 


Spngna.     See  Azzurro  di 
Terra ;      Azzurro    della 
Magna,    327,    364,    748 
and  n 
— — —  di  terra,  cc,  cci- 


CClll 


Todesoo.  See  Az- 
zurro della  Magna 
Azure,  whether  produced 
from  silver,  ccx ;  fine,  to 
make,  316;  to  try,  246 
and  n 
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Azznmun    Citramarinum. 

See  Azzurro  della  Magna 
Transmarinum. 

See  Ultramarine 

B. 

Balas  rubies,  to  make,  518 

Baldovinetti,  Alesso,  xlvii 

Balestra,  Antonio,  850,  851 

Bamboccio  (Peter  Van 
Laerp,  cxxv 

Barbango  Gallery  at 
Venice,  850  n 

Barcelona,  xxiv 

Bardo,  xliv 

Baroccio,  cxliv,  coxiv, 
ccxciv 

Barone  Brunaoei,  Fran- 
cesco di,  Ixxi 

Barras,  cell 

Bartolomeo  di  S.  Marco, 
Fra,  clxiz,  oczxyii, 
ccxcv,  ccxcvii,  eociv 

di    Pietro   di 

Vanni  Aooomandati,  Iziii 
—    da    Scarperia, 


Ixii 

Bassano,  Giacomo,  cxxxiii, 
clxiil,  clxv,  828, 863, 872 
V      Leandro,     xlii, 
clxxxiii,  ccxi,  865 

-,  Francesco,  868, 869 


Bassi  rilievi,  painted,  762 

Bazzacco,  865 

Beads,  xoi 

Begue,  he,  notice  of  his 
MS.,  1-16;  his  instruc- 
tions for  mural  paintings, 
XXV ;  his  recipe  for  ink, 
288 

Beauty  described,  800 

BeUino,Gian,  oxlii,cl,ocxcv, 
ccxcix,  872 ;  his  method 
of  painting,  cxxxiii,  cxlii, 
891 ;  grounds  used  by, 
cclxxxviii 

"  Bel  aprest,**  792 

Bellotti,  867 

Benedetto,  Fra,  or  Bcttuc- 
cio,  XXXV 

Benedictines  (the)  practised 
painting  generally,  xxi 

Bene,  Monte,  natural  pheno* 
menon  of  adjacent  coun- 
try,  6 

Benevento,  duchv  of,  state 
of  arts  there  anring  the 
middle  ages,  170 

Benzoin,  cclx,  628, 630, 698 

Beretino,  21,  652 

Berglblau.  See  Azzurro  di 
terra 

Bernardo,  Fra,  Ixxi 

Berniz,  ccl 


Blue 
Bertani,  854,  861,  and  n 
Biacca.     See  White  lead 
Biadetto,     cxxiii,     cxxiv, 
cxxxvi,  cxcvii,  cc,  cdl- 
ccvi,  cccxi  n,  649 
Bice,  649,  n;   and  see  Az- 
zurro di  terra 


,  green,  ccxvi 

BiancUni,  Domenico,  called 
"  II  Rosso,"  xl-xlii 

,  Gian  Antonio,  xlii 

','Vineente,  xl-xliii 

Bianco,  San  Giovanni,  di 

secoo,  dii 

Bijon,  ccl 

Biondo,  650 

Birsus,  21 

Bisetus,  or  Biseth  folii, 
cxciv,  cxcY,  21,  and  n, 
250 

Bistre,  ccxxi,  21,  24,  27 

Bitume  Giudaioo,  or  He- 
braioo,  ocxx.  See  A»- 
phaltum 

Blacha.  See  White  lead, 
20,  21 

Black  pigments,  ccxzv- 
ccxxlx,  202,  462,  650, 
704,  804,  812,  and  u ; 
are  slow  dryers,  ccxxviii ; 
dryers  for,  ccxxviii, 
ccxxxix,  ccxl,  ccxliv, 
748,  818,  820;  from 
peach-atones,  cexxvii, 
820;  from  poplar  redn, 
cclvi ;  from  burnt  paper, 
ecxxvii;  chalk,  ccxxy; 
charcoal,  300,  804;  mir- 
ror belonging  to  Bam* 
boccio,  cxxv;  for  paint- 
ing on  glass,  Ixxxiii,  614, 
792;  eartii,  650;  plum, 
bark  of,  its  use,  162, 164; 
water,  85 ;  skins,  to  turn 
white,  82 ;  to  write  with 
on  gold  or  silver,  70; 
mixtures  of  with  other 
colours,  654;  to  make, 
138,  158,  452,  610,  6.50, 
654,  704,  820 

Blanchet,  94 

Blaui  colores,  21 

Blaucus,  20 

Bleu  de  Montagne,  cc;  and 
see  Azzurro  di  terra 

■  minerale,   ciii,  cxix, 
ccx.  iSfe  Azzurro  di  terra 

Blond,    Le,    his    yamisb, 

cclxix 
Blood-stone,  806 

Blue,  used  in  the  shadows 

>.  of  flesh,  ocxii 

-V-^ladt,  coxxvii 

— ^-draperies,  how  paint- 
ed, cxxiii,  cxxix,  820 


Blue 
Bine  glass,  Ixyiii 
,   Egyptian,    co- 
loured with  cobalt,  liii  n 
of  old  mosaics 


at  Pisa  and  Rome,  liv 
-—    pigments,        cxcvi- 
ccxvii,  113,  374  n,  648, 
704,  748,  761 

—  nsed  by  the  great 
masters,  cxix,  cxxv, 
cxxxvi,  cciii-ccvi;  how 
used,  cxxix,  cxxxii, 
cxxxvii,  cccii,  820 ; 
always  laid  on  thicker 
than  other  colours,  cxx, 
cxxviii,  ccvi;  directions 
for  using,  ccv 

—  vegetable  pigments, 
ccxv 

—  copper  ore,  300,  486 

—  water,  86 
ink,  684;   how  com- 
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292,  328,  344,  440,  682, 

684,  702.    See  Verzino 
Brasilium    identified  with 

verzino,  44,  328 
Brass,  greens  from.     See 

Copper 
,  to  make  letters  the 

colour  of,  79 

,  to  gild,  222 

— — —  without  gold, 

306 
,  to  make,  71,  81 


posed,  650 ;  how  applied 

in  fresco,  618 ;  mixtures 

of  other  colours  with,  652 

•*  Boccalajo    di     Urbino," 

origin  of  term,  336  n 
Body,  how  given  to  lake, 
612 

colours,  608,  610 

'  distinguished 

from  transparent  colours, 
608 
Boiled  oil.     See  Olio  cotto 
Bolognese  MS.,  account  of, 

325 
Bolognini,  344 
Bombelli,  cccviii,  n 
Bone  of  cuttle  fish,  clii 

,  black,  ccxxvi,  ccxcv 

Bones,  or  horns,  calcined, 
clii,  ccxxxvii,  ccxliv, 
63,  275,  473;  to  soften, 
592,  594 ;  to  dye  or  stain, 
ccxxvi,  ccxxxix,  65,  70, 
72,  80,  590,  592, 680,  682 
Bonifazio,  cxxxiii,  cxxxiv, 
cxxxvi,  civ,  clxviii;  re- 
storation of  one  of  his 
pictures,  847,  863 
Books,  to  gild  the  leaves  of, 

666 
Borace    Alexandrina,     to 

make,  498 
Borax,  20  n,  498  n,  694 

,  to  distemper,  242 

Borghini,  Ra&el,  724,  742 
Borro,  Battista,  Ixxv 
Bordeaux  turpentine,  cell 
Box  wood,  to  dye,  592 
Bozzo,  Bartolomeo,  xl,  xlii 
Bracha,  21.  iSec  White  lead 
Bramante,  Ixxiii,  Ixxix,  605 
Brasil  wpod,  21  and  n,  30, 
154,  17S,  234,  270,  282, 


,  to  write  with,  298 

Brown  pink,  clxiv 

red,  clxx 

pigments,  ocxxi 

Brunus,  clxx,  20  and  n 

Brushes,  770 

Bmsl^,  804 

Brussels  MS.,  759 

Bucato,  891 

Buckthorn,  yellow  pigment 
from,  662.  See  Spincer- 
vino 

Bufialmacco,  Ixii,  xcvi, 
clxxxviii 

Bularminium,  20 

Bulengerus,  760  and  n 

Bunel,  830  and  n 

Buonarroti,  Michael  An- 
gelo,  Ixv,  Ixix,  Ixxi,  764, 
828 ;  ground  his  own  co- 
lours, ccxxx 

Bares  (borax),  20,  242,  243 

Burgundy  pitch,  ccli 

Burnt  paper,  black  from, 
ccxxvii 

terra  verde,  ccxxi, 

ccxxii,  ccxcviii,  744 

— —  vitriol,  ccxxxviii 

Busts,  782 

Byzantine  Greeks,  many 
resorted  to  Italy  in  the 
13th  century,  xxiii ; 
practised  mosaic  painting 
in  Italy,  xl,  xli,  xlv; 
many  went  to  France  in 
A.D.  687,  for  the  purpose 
of  working  in  glass,  lix, 
xcix  ;  MS.  on  art,  ex- 
tracts from  in  old  MSS., 
179  ;  type  of  painting, 
characteristics  of,  xxi ; 
where  prevalent,  t&. 

c. 

Calamita  femina,  524 
Calandra,  Gio.  Batt.,  1 
Caliari,  Carlo,  870 
,  Paolo.    See  Paolo 

Veronese 
Calligraphy,  importance  of, 

before  the  invention  of 

printing,  xxx 
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Cellini 
Callot,  cxxxviii,  cclxxxviii 
Calvart,  Denys,  ccxii 
Camaldolites  (The)    prac- 
tised painting  generally, 
xxi 
Cameos,  782 
Camillina,  481,  482,  486 
Campeachy  wood,  645 
Camphor,  to  make,  498 
Canal,  cxxxv,  ccxl 
Canaletto,  cxxxv,  ccxl 
Candle,  to  light  one  without 

fire  and  with  water,  73 
Canes,  to  colour  and  imitate 

those  of  India,  710 
Cano,  Alonso,  cvi 
Cantarini,   Simone,  ccxiv, 

ccxxi 
Canvass,  what  kind  proper 
for  painting,  728 ;  its  ad- 
vantages for  painting  on, 
oclxxxiii;  how  prepared 
for  painting,  cclxxxiv, 
728,  772,762,  820;  tore- 
pair  injuries  to,  748 ;  to 
prepare  quickly,  820 
Canuti,    Domenico  Maria, 

cclxxviii 
Canziani,  722,  748,  749 
Capitello,  891 
Caput  mortuum,  891 
Carabe,  ccliv,  cclxviii,  628 
Carbone,  cclxviii 
Carbonates  of  copper,  na- 
tive, ccxxviii 
Cardenillo,  ccxviii 
Cardinals  wore  ,the  crim- 
son dress  previous  to  a.d. 
1464,  327 
Cardinali,  867 
Carmine,   clxxxvi;    dryer 
for,  ccxliv  ;   colour,    to 
make,  698,  708,  710 
Carminium,  24;  to  temper,. 

156 
Carnation  tint,  822 
Carnatura,  22 
Caroti,  cclxxvi,  cclxxxi 
Carracci,  The,  cxii,  cxlvi, 
ccxcii,    759,    764,    828, 
and  n 
Cartouches,  782,  and  n 
Caseum,  varnish  of,  xcil 
Cassius,  purple  of,  334, 388 

n 
Castelli,  Jacopo,  Ixv 
Cathedrals,   what  built  in 
the  11th  and  12th  centu- 
ries, xviii  n 
Catholicon,  The,  2  n 
Ceccato,  Lorenzo,  xlii 
Celeste,  650 
Celestinus,  23 
Cellini,     Benvenuto,    Ixv, 
cxiii 
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Cement 

Cement,  for  mosaics,  1 — lii ; 
used  by  Agnolo  Gaddi  in 
repairing  mosaics,  xlvi, 
ci ;  for  brass,  78 ;  which 
will  resist  fire  and  water, 
592 ;  that  will  resist  damp 
but  not  heat,  626  ;  for 
gems,  &c^  ib. ;  for  vases 
and  woodwork,  ib. ;  for 
broken  vessels,  83  ;  for 
joining  parchment  or 
paper,  61 ;  of  fish  glue, 
595 ;  of  cheese,  59G ;  of 
various  kinds,  74,  78,  82 

Cendres,  La  Cendree,  ccii, 
761,  772,  786,  816 

bleuesyCxcvii,  cc,  cci, 

and  see  Azzurro  de  terra 

Cenere  azzurre,  616;  and 
see  Azzurro  di  terra 

verde,  ccxvi 

Ceneretta,  ccviii.  See  Az- 
zurro di  terra 

Cenizas  azules.  See  Azzur- 
ro di  terra 

Cenuino  Cennini,  xlvi,  xlix, 
Ixxi 

Cera  coUa,  c,  ciii 

Cerasin,  174 

Cerulee,  761,  804 

Cerulus,  ceruleus,  23 

Cerusa,  23,  244,  314,  774  ; 
see  White-lead  ;  to  make, 
234;  to  purify,  490;  to 
temper,  156,  295 

Cespides,  ccxxxii 

Chairs,  whether  in  general 
use  in  15th  and  16th  cen- 
turies, xxvi 

Chalk,  as  a  pigment,  clii ; 
a  bad  dryer,  cclxxxvi 

Chamois  leather,  to  make, 
568,  570,  572,  574,  576 ; 
from  parchment,  cxi, 
572,  574 

Chamomile,  oil  of,  ccxxxii, 
763  and  n,  814  and  n 

Charcoal,  738,  772  ;  to 
make,  752  ;  blacks, 
ccxxvi,  138 

Cheese  cement,  cclxxxii, 
128,  595 

Chiaroscuro,  whether  early 
Italian  paintings  begun 
in,  cxxvi,  cxxxiii, 
cxxxviii,  cxxxix,  cxlii, 
ccxcvi,  891 

Chilone,  cxxxv,  ccxl 

Chinese  grapes,  to  extract 
the  colour  from,  708 

Chamomile,  oil  of.    See  Oil 

Chio  turpentine,  ccxlviii, 
cclxix 

Chloride  of  lime  a  dryer, 
ccxxxvi  n 
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Choral  books,  xxxi,  xxxii 

Chriso,  Chrisas,  22 

Chrysocolla,  ccxvi 

Ciguani,  Carlo,  cclxxviii 

Cigoli,  828 

Cima  da  Conegliano,  cxli, 
ccxcix,  872 

Cimabue,  xxi,  xxii,  xxiii, 
xliv,  xlv 

Cimatura  di  Scarlato,  cccxi, 
n 

Cimatura.    See  Lacca 

Cinabro  minerale,  cxxxvi, 
clxxi 

Cineres  crebellati,  349,  n 

Cinnabar,  ccxxxix,l38,140, 
478,  480,650,744,  808; 
native,  cxxxvi,  cxxxviii, 
clxxi,  ccxxviii ;  artificial, 
t6., clxxi;  how  adultera- 
ted, clxxii ;  should  be 
purchased  unground, 
clxxiii ;  mixtures  of  with 
other  colours,  654 ;  to  re- 
fine, 660,  664,  678 ;  to 
write  with,  676  ;  to  pre- 
pare for  miniature  paint- 
mg,  500,  664 ;  to  distem- 
per, 706 

Cinobrium,  25 

Citramarinum,  348,  n.  See 
Azzurro  della  Magna 

"  Clare,"  296 

Clay  and  chalk  are  bad 
dryers,  cclxxxvi 

Claudio,  Ixxii 

Cleret,  to  make,  320 

Clocks,  when  in  general 
use,  xxvii 

Cloth,  to  dye  red,  580,  598; 
painted,  a  substitute  for 
windows,  cclxxxiii ;  to 
stain  it  all  colours,  and  to 
make  it  white,  7,  84; 
painting  on  with  trans- 
parent colours,  ib, ;  or 
canvass,  its  advantages 
for  painting,  cclxxxiii  ; 
how  prepared  for  paint- 
ing, cclxxxiv 

Clovio,  Don  Giulio,  xxxiv 

Cobalt,  liii  and  n,  ccix  and  n 

Coccus,  Coccicus,  clxxiv,  22 

Cochineal,  clxxvi,  clxxvii, 
cccxi  n,  645 

— — —  lake,  clxxiii, 
ccxxix,  645,  660,  669, 
698,  702,  708;  whether 
used  by  the  old  masters, 
cxxvi,  clxxvii 

Cologne  earth,  cxxxvi,  cxl, 
ccxxii,  ccxcv 

Colophony,  ccxlviii,  ccli 

Colore  Cardinalesco,  327, 
452,  454  n 


Columns 

Colore  aureo  Lombardioo, 
198  n 

Colours,    names    oi^  810; 
of    grinding,    232;     in 
general  carefully  ground 
by  the  old  masters,  cxix, 
cxlviii,  ccxxx ;  all  do  not 
require   grinding,    784 ; 
always  ground  in  oil  for 
oil    painting,  ib.,  cxliii, 
ccxxx,   606,   626,    738; 
and  as  stifif  as  possible, 
ccxxx, ccxxxi ;  howtobe 
preserved,  740;  ,what  are 
used   with   water,    784; 
what  colours  used  by  the 
Venetians,- cxxxvi,  784; 
of  their  agreement  or  in- 
compatibility with  each 
other,  cxlix,   252,  608; 
choice  of  good  pigments, 
cl,  742,  744;  their  drying 
properties,  cl,  ccxxxvi ; 
dryers  for,  cl;    oil   in- 
jurious to  some,  ib, ;  what 
are  now  lost  or  not  in 
use,  ccxxviii;  not  finely 
ground  by  the  Venetians, 
ccxxx;  how  diluted  for 
use      in     oil  -  painting, 
ccxxxi ;    transparent,   7, 
610 ;  how  to  be  tempered, 
232,  248,  294,  296;  for 
painting,  250,  254,  608  ; 
from  flowers,  184 ;  direc- 
tions for  burning,  744; 
for    miniature  painting, 
698;  for  shadows,   761, 
786,  822 ;  for  painting  on 
glass,    614,    616;    how 
applied   on    glass,   794; 
used   with    water,  784; 
names  of,  244,  810;  ar- 
rangement of  in  pictures, 
810;  what  most  durable, 
814;  how  rendered  more 
brilliant    and     durable, 
682;  how  rendered  du- 
rable in  fresco,  668;  to 
distinguish    good    firom 
bad,  742 ;  red,  242 ;  mix- 
tures of,  156,  248 ;  waters 
for    distempering,    306, 
316;  what  should  be  used 
on  pictures  exposed   to 
the  air,  816 ;  composition 
of  in  general,  648 ;  com- 
positions  and    mixtures 
with  other  colours,  250, 
254,    650;     soiled    oil- 
colours,  use   of,  ccxliv, 
732,  770 

Colpesce,  192 

Columns,  to    prepare    for 
painting,  230 


Comtnon 

Common  green,  124 

oil,  102 

Cona,  Jacob,  4 
Copaiva,  cclxi 
Copal,  cclTiii,  cclix,  694 

,  Oriental,  cclvii 

Tarnish,  oclxix    n, 

cclxx 
Coperosa,  620 
Copper,      carbonates      of, 

ccxxviii.   See  Azzurro 
Copperas,  white.  &e  Dryers 
Copper,  to  colour  like  gold, 

160,  198;  to  gild  with- 

oat  gold,  308 
■  bines,    cciii.      See 

Azznrro  della  Magna  and 

Azzurro  di  terra 

greens,    116,    120; 


and    see    Greens    from 
copper 

Copyists,  injury  done  to 
pictures  by,  724,  734 

Corals,  imitation,  544;  to 
make  large  out  of  small, 
520 

Cordova,  when  taken  by 
th«  Moors,  176  n;  distin* 
guished  for  its  manufac- 
tures, lb. ;  its  decline,  ih. 

Cordovan  leather,  cix,  172, 
176;  to  dye,  234 

Coriscos,  24,  132 

Cornflower,     blue    colour 

H*  from,  ccxiv,  300 

Corona,  Lionardo,  868 

Coma  cervi,  275 

Correggio,  what  blue  pig- 
ments osed  by,  cxix,  cciv, 
ccxii ;  whose  pupil  he  is 
reputed  to  have  been, 
cxxi ;  his  S.  Jerome,  ih, ; 
amber  varnish  feund  on 
his  pictures  on  analysis, 
cxlviii ;  design  by,  drawn 
with  cinabro  minerale, 
clxxiii ;  his  varnish, 
cclxx;  what  grounds 
used  by,  cclxxxvii;  re- 
peated his  tints  many 
times,  ccxcvi 

Cosmati,  Adeodati  di  Cos- 
mo, xlix 

Cosmati,  Giovanni,  ib, 
,  Jacopo,  ti, 

Coxie,  Michael,  ccii 

Cortex,  23 

Couleur  mate,  814 

Crayon  noir,  ccxxv 

Crayons,  752 ;  to  make.  t6. 

Cracking  of  pictures,  cause 
of,  cxix,  cxxiv,  cxxxii, 
cccv 

Cremese,  Cremesino, 

clxxvi,  clxxxvi,  cccxi  n 
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Crespi,  Giuseppe  Maria, 
called  Lo  Spagiiuolo, 
anecdote  of,  cclxxvii ; 
remarks  on  his  style  of 
painting,  cdxxx 

Creta  viridis,  25,  37, 38, 245 

Crimson,  to  make,  694 

Crisicula  (chrysocolla),  25, 
248 

Cristoforo,  Fra,  Ixxi 

Crivelli,  Carlo,  Ixxxviii 

Crocante,  cxxvi 

Crocea  terra,  23 

Crooeus,  22 

Crocus,  23,  24;  used  to 
denote  yellow,  18  n 

Crocus  martis,  Iv,  338,  540 

Croma,  23 

Crowquills  used  for  draw- 
ing outlines  on  glass,  792 

"Crucifixion"  by  Tinto- 
retto, cxl,  cclxxxix 

Crystal,  xc ;  cement  for,  74 ; 
to  cut,  194,  218;  defini- 
tion of,  194  n;  to  make, 
518;  to  soften,  t6.;  to 
imitate  precious  stones 
with,  ih. ;  to  calcine,  516, 
518 ;  vessels,  to  make,  506 

Cniraterie,  cix 

Cuttle-fish  bone,  clii 

Cyprium,  893 

D. 

Damara  resin,  cclxi 

varnish,      cxxxv, 

cxxxvi 

Damascus  vases,  335,  338, 
540 

Damiani,  Felice,  cxii 

Damiano  di  Bergamo,  Fra, 
Iviii 

Damp,  efiect  of  on  oil-paint- 
ings, cxxxvii ;  precau- 
tions to  secure  paintings 
against,  880  n 

Darks,  why  raised  higher 
than  the  lights  on  old  oil- 
paintings,  cxx,  cxxvii, 
cxxxviii 

Dato,  xliv 

Dead  gold,  to  lay  upon  co- 
lours, 462 

Dejettement,  774 

Denarius,  a  coin  and  a 
weight,  224  n,  226  n 

"  D^rober  un  jour,"  780 

Diamond  used  for  cutting 
glass  in  the  early  part  of 
me  15th  century,  Ixxxv, 
331 

Dionisio,Fra,  MS.  formerly 
belonging  to  him,  4,  82 

Distemper,     whether    any 


903 

Dyeing 
part  of  Venetian  pictures 
painted  in,  cxliii,  cxliv, 
cxlvi 

Distemper,  painting  in, 
784 

,  colours,    how 

made  to  adhere  on  oil- 
colours,  cxl 

Distilled  or  volatile  oil  of 
linseed  and  nuts,  ccxlvi, 
881 

Distillation  of  oils  practised 
at  Bologna  in  the  begin- 
ning of  the  15th  century, 
330 

Diziani,  Gaspero,  861 

Dolabella,  865,  870 

Domenichino,  1,  cclxxix 

Dominicans,  the,  practised 
every  branch  of  painting 
except  mosaics,  xxi 

Donatello,  Ixiv 

Dragon's-blood,  clxxxvi, 
25,  248,  449,  706,  772 

Draperies,  to  make  them  oi 
three  colours,  308  ;  how 
painted  in  the  Venetian 
school,  cxxviii,  clxxxvi 

Dryers  and  drying  oil, 
ccxxxvi,  762,  816,  and 
see  Olio  Cotto;  earliest 
notice  in  these  treatises, 
ccxxxvi ;  preparations  ot 
lead  most  used  for  dryers 
in  Italy,  ccxl,  ccxliv; 
not  so  injurious  as  some 
have  imagined,  ccxl ; 
white-lead  and  lime, 
ccxxxvi ;  minium, 

ccxxxvii,  ccxli ;  garlic, 
ccxxxvii ;  umber  and 
minium,  ccxxxviii ;  gial- 
lorino  and  burnt  vitriol, 
t6. ;  calcined  bones,  ih., 
ccxliv;  litharge,  cxxvii, 
cxxx,  cxxxv,  ccxxxviii, 
ccxl,  ccxli,  740 ;  litharge 
and  sandarac,  ccxxxix, 
cclxiii;  powdered  glass, 
cxxx,  ccxxxix,  ccxl, 
ccxli,  645,  666,  762,818; 
verdigris,  ccxl,  ccxli, 
ccxlii,  ccxliv,  748,  820 ; 
white  copperas,  ccxli, 
ccxlii;  soiled  oil  from 
the  brushes,  ccxliv, 
cclxxxvi,  740 ;  mastic, 
ccxliv 

Ducdo,  xliv 

Durer,  Albert,  798,  872 

Dubry,  Laurent,  759,  830 

Dyeinff,  trade  in,  during 
the  dark  ages,  carried  on 
by  the  Jews,  cxiii ;  after- 
wards by  the  Italians^  »6.; 
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Earth    ^ 

Venice  and  Florence  fa- 
mous for  their  red  dyes, 
cxiv;  when  practised  in 
England,  ib.;  formerly 
practised  by  the  monks, 
cxv ;  recipes  for,  547-593 

E. 

Earth  of  different  colours 
used  by  the  Venetians, 
cxxxyi 

■  for  mending  broken 

▼ases,  540 

for  making  casts,  494 

-,  black,  red,  and  green, 


650,  653 

Earths,  to  prepare  for  paint- 
ing on  walls,  504 

should  be  chosen  in 

lumps,  not  in  powder, 
744 

Earthen  vases,  to  paint,  184. 
See  Pottery 

,  green,  white, 

and  black,  202,  204,  206 

• • ,  to  glaze,  204 

'    ,  cement  for, 


82 

Easel,  770 

Ebony,  to  counterfeit,  818 

Ecarlatte,  dxxiv  n 

Edera,  26 

gomma,  29 

1  lake  from,  30 

Edwards,  Sig.  P.,  his  ac- 
count of  the  restoration 
of  the  Venetian  pictures 
under,  845,  862  n;  ve- 
hicle used  by  him,  cxxxi ; 
extracts  from  his  Report 
on  the  propriety  of  re- 
storing Uie  Venetian  pic- 
tures, 885;  his  opinion 
as  to  the  best  mode  of 
making  paintings  in  oil 
durable,  ccxc,  887 

Giovanni  O'Kelly, 

account  of  his  MS.,  845 

Egg-shell,  white,  cUi 

,  648 

Egg,  white  of,  to  prepare 
for  ^inting,  232,  234 

Egyptian  blue  pigments 
prepared  from  copper, 
ccix  n 

. glass,    coloured 

with  cobalt,  ccix  n 

figurines,  colour- 


ed with  copper,  liii 
Eisen  Oxyd,  891 
Elbus,  26 

EmidI,  823  n.    See  Smalto 
Emersdd^  artificial,  514 
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Emerald,  used  Ibr  catting 
glass,  Ixxxv 

Enamel,  how  cleaned,  812 

Encaustum,  138 

Encens  blanc,  ccli 

marbr^,  ccli 

English  blue,  cciii 

Engravings,  782 

Engraved  surfaces,  to  take 
impressions  of,  74 

EracliuB,  account  of  his 
MS.,  166 

Essential  oils,  oexxxi ;  osed 
to  dilute  certun  ooloars, 
ccxzxii ;  should  be  pure, 
ccxlv;  become  dark  on 
exposure  to  light,  ib.; 
what  commonly  used  in 
painting,  ib. ;  cautions  to 
be  observed  in  using  them, 
ccxlviii 

varnishes,  cclxx, 

cclxxi 

Esterlin,  88  n 

Esto&do,  cliii,  831  n 

Estofferie  or  gilding,  830 

Etching  oa  copper  with 
aqua  fortis,  mode  of,  666 

Exedra,  Excedre,  26,  314 

Eyck,  Van,  ccxliii,  cdxvii, 
ccxcix,  coci 

,    altar-piece   at 

Ghent;  ccii,  cccix 


F. 

Fabiani,  Stagio,  Ixii 

Fabio^  1 

Face,  of  the  beauty  of,  800 

*  Faith,'  theft  of  the  head 

of  the  principal  figure  in 
Titian's  picture  o^  847, 
862  and  n 
Falzalo,  ocxcviii;  and  see 
Umber 

*  Family   of   Darius,'    by 

Paolo  Veronese,  856 
Fat  oil,  762,  812,  816,  838 
« Faux  jour,'  780 
Fayeuce,   origin   of  term, 

336  n 
Fel,  26 

Fen^ite,  Ixxvi 
Femx,  27 
Ferrari,     Gandenzio,     ciii 

andn 
Ferretta  di  Spagna,  clxx, 

892 
Ferula,  27 

Figurines,    Egyptian,    co- 
loured with  copper,  liii  n, 

ccixn 
Fin  Jaune  (massicot),  clvii, 

clvm 


Frate 
Fine  azure,  770 
Finiguerra,     Maso,     cxii, 

•  •  • 

cxui 

Fiore  di  guato,  S86  n 

Fire  that  will  burn  under 
water,  79;  to  preserve 
from  being  extinguished, 
81 

Fish  glue,  156,  192,  594 

Flashing,  Ixxv,  Ixxxv, 
Ixxxvi 

Flavus,  27 

Flemish  painters  frequently 
used  gold  grounds, 
cclxxxii;  the  first  who 
employed  cloth  for  paint- 
ing on,  oclxxxiii ;  doth 
prepared  by  them  in 
great  repute,  cclxxxiii, 
cclxxxv ;  used  varnish 
with  their  colours,  cccix 

Flesh  colour,  to  make,  300, 
482,  822;  for  a  cruci- 
fixion, 300;  shadow  co- 
lour for  flesh,  ccxcvi 

Florentine  lake,  clxxxi 

Florentines,  improvements 
introduced  into  punting 
by,  xxi,  xxiv ;  school  of 
mosaic  painters,  xliii ; 
cultivated  painting  on 
glass,  Ixv;  famous  for 
tiieir  red  dyes,  cxiv 

Flour  paste,  whether  it 
should  be  used  in 
grounds,  cxxxvii,  cxl, 
cdxxxiv,  cclxxxv, 

cdxxxix,  728 

Flowers,  to  make  colours 
from,  312 

Folium,  cxv,  dxxxviii, 
cxcui,  26,  128,  132,  248, 
252;  prepared  from  the 
juice  of  the  Croton  Tinc- 
torium,  dxxxix ;  was 
of  three  colours,dxxxviii, 
cxcii;  why  so  called,  t6.; 
not  to  be  confounded  with 
the  Folium  of  S.  Isidore, 
cxciii;  nor  with  Folio 
Indiano,  t^. 

Folium  Indicum,  Folk)  In- 
diano, cxciii 

Foraboseot  Girokuno,  840 

Frate  Ambrogino  da  Son- 
dno,  Ixviii,  Ixx 

Ambruogio  di  j^ndo, 

Ixii 

Anastasio,  Ixx 

Bartolomeo  di  Pietro 

di  Vanni  Aco(Mmandati, 
Ixiii 

Bartolomeo     di     S. 

Marco,  clxix,  ccxxvii, 
ccxcv,  ccxcvii,  ccdv    ^^ 


Frate 

Frate  Benedetto  orBettuccio, 

XXXY 

Benedetto    del    Mu- 

gello,  xzxl 

■  Bernardo,  Ixxi 

Cristophoro,  Ixxi 

•—  Damiano  da  Bergamo, 

l-viu 
Dionisio,  4,  68,  82 

—  Domenico  Pollini,  Ixi 
Eostachio^  xxxvi 

— —  Evangelista  da  Reggio, 
xxxi 

Fortunato  di  Rovigo, 


notice  of  his  MS.,  occxi  n ; 
his  instructions  for  mi- 
niature painting,  cccxii 
Giacomo  di  Andrea, 


Ixi 

—  Giovanni  da  Verona, 
Ivii,  Iviii 

Marco       Pensaben, 

clxxxY,  cc 

Mariano  di  Viterbo, 

Ixxi 

Michele  Pina,  Ixi 

— —  Pietro  di  Tramog- 
giano,  xxxiii 

^—  Raphael  Peregrini, 
Ixxi 

Venetiano,  ccxliii,  603, 

620 

Francesco,  Maestro,  xliv 

'  dai  Libri,  xxxiv 

Francia,  Ixt  ;  what  grounds 
used  hj,  cxlvi 

Francis  I.,  anecdote  of,  831 

Frankincense,  cclii,  115, 
164 

Freminet,  830  and  n 

French,  Uieir  skill  in  paint- 
ing on  glass  at  an  early 
period,  174 

Fresco  painting,  its  great 

^  advanta^,  cxxi,  cxxiii, 
790;  with  colours  not 
mineral,  cccxii ;  practical 
directions,  788;  how  to 
apply  the  blue  colours  in, 
618 ;  to  make  the  colours 
stand  in,  668 ;  to  prepare 
lime  for,  674 

Frescoes  by  Titian  at 
Venice,  870  and  n 

Fruits,  to  make  them  grow 
without  kernels,  716 

Fuligo,  27 

Fulvns,  27 

Fumus,  27 

Fundano  or  Fontano,  603, 
620,  621 

Furnace  for  burning  in  the 
colours  of  painted  glass, 
792 

Fuscus,  26,  244 
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G. 

Gaddi,  Agnolo,  xWi,  Ixxi ; 

repaired  the  mosaics  of 

Andrea  Tafi  in  S.  Gio- 
vanni at  Florence,    xlv, 

1,  liii,  ci 

,  Gaddo,  xlv 
'  '  ■    ,  Taddeo,  xlv,    Ixxi, 

xcvi 
Gadus,  28 

Gaetano,  Luigi,  xlii 
Gainsborough,  cxxii  n 
Galbanum,  27 
Galienum,    red    glass    so 

called,  174,  178,  214 
Galipot,  cell 
Gall,  how  used,  160,  198, 

696 
Gallstone,  clxvii,  26  and  n 
Gambara,  Lattanzio,  Ixxv 
Gamboge,  clxvi,  644,  648, 

650,  784 ;  how  prepared 

for  painting  in  oil,  clxvi ; 

to  refine,  660 
Ganaccio,  xliv 
Garance,  Garancia,  28, 175. 

See  Madder 
Garlic,  cxxv>  ccxxxvii,  94, 

746 
— —  juice,  mordant  of, 

622,  624 
Grasparo  di  Volterra,  Ixxi 
Gaterice,  29 
Gelatine,  316 
Geminiano     da     Modena, 

Ixxv 
Gems,  cement  for,  74 ;  fac- 
titious, Ixxxvii,  Ixxxviii ; 

artificial,  to  make,  196, 

506,  518;  to  polish,  192 
Genuli,  clxiii 
German   azure,  364,   374. 

iSee  Azzurro  della  Magna 
Gerso,  28.    See  Gesso 
Gesso,  clii.     See  Grounds 
Marcio,      cxviii, 

celxxxii,  cclxxxviii 

sottile,  93,  490 

Gesuato,  directions  for  the 

preparation  of  oil  by  a, 

ccxxxii 
(JeBuati    (the)    cultivated 

painting  on  glass,  xxi, 

Ixi,  Ixxi 
Ghebbi,  seeds  of,  452 
Gherardo,  xlviii 
Ghiberti,    Lorenzo,    Ixiii- 

Ixvi 
Ghirlanduo,       Domenico, 

xxxviii,  xlviii,  xcv 
Giacomo  dajUlmo,  Ixvii, 

Ixxi,  339  and  n 

Filipo,  cc 

Gialdolino.    See  Giallolino 
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Glaa 

Giallo  minerale,  clix 
—  di  Napoli,  two  kinds 
of,  clix,  clx,  clxii 

santo,  dxiv,    clxv. 


648,  744 ;  to  make,  708  ; 
must   not   be    kept    in 
water,  740  ;  mixtures  of 
other  colours  with,  654 
di  vetro,  clviii,  clxiii 


Giallolino,  Giallorino,  Gi- 
aldolino, clvi-clxiii, 
ccxxviii,  ccxxxviii, 

cclxxxiv,  334,  504,  5*28, 
610,  648,  652;  three 
kinds  known  to  the  old 
masters,  dxii;  mixtures 
of  other  colours  with, 
652 

fino,  clvi 

— — ^—  di  Fornace  di 
Fiandra,  clviii,  clx,  clxii 

a  native  pig- 
ment, clx,  ccxxviii 

d'Alemagna, 


clviii,  649 

Gianneto,  or  Johanneto,  Ix 

Gilding.  See  Mordants  and 
Gold 

— —  of  old  mosaics  at 
Rome  and  Pisa,  Iv-lvii ; 
formerly  much  employed 
on  pictures  of  all  kinds, 
xcv;  two  kinds  of 
grounds  for,  ib. ;  ana- 
lysis of  ground  of,  in 
some  pictures  in  the 
Campo  &uito  of  Pisa, 
xcvi,  15;  with  quicksil- 
ver, 220;  tin-foil,  ib.; 
directions  for,  152,  154, 
166,  280,300,  830;  pre- 
cautions required  in, 
154 ;  to  restore,  224  ;  to 
varnish,  ib.\  for  all 
things,  464;  burnished, 
834 ;  Italian  method, 
812 ;  on  glass,  186,  526, 
607 

Gilosia,  Erba,  438 

Giorgione,  cxxi,    cxxxiii, 
cxxxiv,  cxlii 

Giotto,  xxi,  xxii,  xlix,  Ixv, 
Ixxi 

Girolamo  dai  Libri,  xxxiv 

Giovanni  da  Udiue,   603, 
635,  638 

— —  Rossi  di  Modena, 
9,  10,  11 

Veronese,     Fra, 


Ivii,  Iviii 
Giuliano  di  S.  Gallo,  605 
Glace,  345  n 
Glas,  Glassa,  ccliv,  cclvi, 

28  andn,  116,  162,  240, 

893,  894 
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Glass,  ooloared  or  stained, 
probably  made  before 
colourless  glass,  Ixxxiii ; 
first  arranged  io  windows 
in  a  kind  of  mosaic  pat- 
tern,  ib. ;  brought  to 
England    in    a.d.    674, 

.'  Ixxvii ;  formerly  cut  with 
an  emerald,  IxxxY ;  when 
first  cut  with  a  diamond, 
lb.,  331 ;  various  uses  to 
which  it  was  applied, 
Ixxxvii ;  to  sculpture, 
186  ;  phials,  how  ffilded, 
ib. ;  when  invented,  208 ; 
Roman,  to  make  gems 
from,  196 ;  how  and 
where  made,  208 ;  vol- 
canic, 210;  furnace  for, 
212;  of  various  colours, 
to  make,  ib.;  red,  in 
French  churches  of  the 
12th  century,  175;  s^d, 
called  Gallien  or  Gali- 
enum,  178,  212,  214;  to 
make,  524 ;  from  copper, 
331,  524 ;  red,  from  gold, 
532;  red,  in  old  St. 
Paul's,  was  *  flashed,' 
Ixxxvi;  blood  red,  528; 
yellow,  called  Cerasin, 
214;  yellow,  to  make, 
528  ;  purple,  214 ;  *  mem- 
branaceum,'  ib.;  green, 
200,  202,  204,  206,  214, 
216;  white,  200  and  n, 
204,  212,  704;  white,  for 
painting  earthen  vases, 
200;  black,  202;  flexi- 
ble, or  malleable,  210; 
coloured,  brought  from 
Germany,  616  ;  vases,  to 
shape,  214;  tablets,  or 
plates,  to  make,  216; 
lead,  how  made  and  co- 
loured, ib. ;  to  cut,  ib., 
218;  to  paint  on,  242, 
526,  616 ;  etching  on 
with  acids,  when  prac- 
tised, 332 ;  drinking  ves- 
sels, Ixxxix ;  mirrors, 
when  in  general  use, 
xxvii,  333;  substitutes 
for  in  windows,  Ixxx, 
492  ;  Jews'  glass,  245  n ; 
Jewish  glass,  xcii,  245 ; 
pulverized,  used  to  pro- 
mote the  drying  of  cer- 
tain colours,  cxxx,  ccxl, 
ccxli,  606,.  645, 666,  762, 
818;  gilding  on,  186, 
526,  607  ;  water  for  cut- 
ting, 494 ;  cement  for, 
74  ;  to  transfer  prints  to, 
6^5,  692  J  powdered,  as  a 
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dryer  for  oil  and  colours, 
cxxx,  ccxxxix,  ccxl, 
ccxli,  645,  666,  762,  818 

Glass  -  making  formerly 
much  practised  by  the 
Jews,  xciii 

Glass-works  at  Murano. 
See  Murano;  at  Altare, 
Ix ;  at  Hebron,  xciii ;  at 
Rimini,  Ixxv 

Glass,  painting  on,  338, 
839,  606,  607,  792,  794  ; 
superioritv  of  the  Ger- 
mans and  French  over 
the  Italians  in,  lix,  Ixiii, 
Ixxxiv;  all  the  great 
improvements  in,  intro- 
duced by  the  Transal- 
pine nations  into  Italy, 
fix ;  the  Europeans  re- 
ceived the  art  from  the 
East,  ib,  and  n. ;  why  the 
Venetians  did  not  excel 
in,  ib. ;  designs  for,  fre- 
quently by  Italians,  Ix ; 
earliest  stained  glass  in 
Italy,  Ix,  Ixxvi ;  at  Cham- 
b^ry  in  1303,  Ix ;  much 
cultivated  in  Florence 
during  the  middle  ages 
by  Sie  Gesuati,  Ixi ; 
colours  of  the  old  painted 
glass  in  S.  Petronio  at 
Bologna,  Ixviii  n;  blue 
glass,  ib.  n ;  colours  for, 
Ixxxv,  Ixxxvi,  524,  614, 
616 ;  colours  for  to  be 
cotti  al  fuoco,  e  non 
messi  a  olio,  Ixxi,  Ixxiv ; 
*  flashing,'  Ixxv,  Ixxxvi ; 
progress  of  the,,  art  in 
England  and  France, 
Ixxvii ;  earliest  recorded 
instance  of,  Ixxxi;  ear- 
liest specimens  consisted 
of  stained  glass  with 
black  outlines  or  shades, 
Ixxxiii;  executed  with 
colours  mixed  with  egg 
or  oil,  ib.,  607,  616,  645, 
696 ;  with  vitrified  or 
enamel  colours,  Ixxxiii, 
333, 616  ;  practical  direc- 
tions, Ixxxiv,  242,  792; 
how  to  bum  the  colours, 
Ixxxvi,  794 ;  *  a  putri- 
do,*  616 

,  painted,    early    in 

York  and  Lincoln  ca- 
thedrals, Ixxvii ;  present 
of  from  the  Queen  of 
England,  in  1 1 53,  to  the 
Countess  of  Braine,  ib. ; 
in  the  Abbey  of  S. 
Denys,  ib, ;  ancient  and 


Gold 
modem  in  the  Duomo  o 
Milan,  Ixxxvi ;  how  ex- 
ecuted, ib. 

Glasse  aromatiqne,  314 

Glasso,  344 

Glazes    for   pottery,    335, 
336,  537 

Glazing,  cxxxii,  cxlv,  376. 
See  Oil  painting 

,    explanation    of 

term,  776 

Glue,  or  size,  276, 306, 316. 
See  Cement — Size.  Of 
pigskin,  cxxvi,  cclxxxix; 
whether  laid  between  the 
ground  and  the  picture, 
cxxvi;  of  parings  of 
leather,  cxxxiii,  148 ; 
whether  found  between 
the  picture  and  the  var- 
nish, cxxxv ;  for  fixing 
hard  bodies,  75 ;  from 
cheese,  128;  from  fish, 
156  ;  from  parchment  or 
leather,  1 52 ;  for  making 
casts,  490;  for  damp 
places,  626  ;  very  strong, 
666;  which  holds  as 
tight  as  a  nul,  662 ;  to 
know  when  it  is  strong 
enough,  732 

Godemann,  xxxii 

Gold  letters,  to  make,  47, 
55,  57,  59,  61,  63,  308, 
311,  319»  466,  468; 
'without  gold,'  57,  79, 
61,  63,  304;  for  writing, 
190,  240,  296,  298,  302, 
464,466,  468,  470,  472; 
to  grind,  for  writing,  302, 
304, 660, 832 ;  to  burnish, 
834;  size,  19,  283;  to 
solder,  224;  worms,  73; 
to  varnish,  224;  to  lay 
upon  paper  or  books,  95, 
462,  427,  668 ;  to  extract 
from  lapis  lazuli,  350; 
upon  tin,  95 ;  upon  linen 
or  cloth,  230,  232,  260, 
462 ;  upon  parchment, 
paper,  and  walls,  152, 
154,  238,  258,  266 ;  upon 
leather,  156;  upon  glass, 
526;  upon  colours,  462; 
upon  ivory,  192;  upon 
paintings  in  water  co- 
lours, 786;  upon  metals, 
ib, ;  upon  various  articles, 
668;  to  restore,  224; 
whether  contained  in 
lapis  lazuli,  350  n,  374 ; 
leaf,  secret  for  writing 
with,  674;  colour,  464, 
524,  706 ;  8€e  Porporino ; 
to  give  metals,  79;  on 


Gomma 
iron,  78 ;  for  pottery,  544 ; 
fringes,  to  make  with  the 
paint  brush,  460;  to 
soften,  304 ;  leaf,  to  gild 
■with,  302;  red  colour 
from,  334,  5S2 ;  purple 
colour  from,  388 ;  to  try, 
226 ;  to  separate  by  quick- 
silver, 246 ;  dead,  to 
lay  upon  colours,  462 ; 
grounds,  cxxxi,  cclxxxii 

Gomma  di  Gineparo,  cclxi, 
cclxii,  489 

■  lacca,  cccxi  n 

Gomme  de  pin,  ccli,  295 

^—  de  sapin,  ccl,  295 

Gorma,  clxxviii 

Gozzoli,  Benozzo,  xcvi, 
xcvii 

Gradina,  xxviii 

Grana,  692,  702,  806.  See 
Kermes 

da  Tentori,  clxxiv, 

cccxi  u 

Granetus,  28 

Granza.    See  Madder 

Grapes,  Chinese,  to  extract 
a  colour  from  them  for 
painting,  708 

Grassa,  cdiii 

Graticola,  736 

Gravelle,  286 

Greek  green,  ccxvii,  124, 
158 

pitch,  ccli,  102,  106, 

354,  368,  372,  378,  382. 
See  Pece  Greca 

Gremispect,  27 

Green  pigments,  ccxvi- 
ccxxi,  648 ;  what  used  by 
theVenetians,  cxxv ;  bice, 
ccxvi,  649  n ;  draperies, 
cxxx,  cxxxix ;  earth, 
244  ;  ink,  59  ;  colour,  to 
make  according  to  the 
Normans,  158 ;  for  writ- 
ing, 58,  122,  194,  272, 
308,  312,  424,  431, 
678,  682.  684;  from 
copper,  48, 113, 116, 120, 
124,  126,  238,  418,  422, 
424,  426,  428,  658,  660, 
666,  680;  from  salt,  116, 
236 ;  brass  or  copper,  1 24, 
238 ;  salt  and  copper,  116; 
from  lilies,  422,  658,  678, 
684,  700 ;  from  orpiment 
and  indigo,  420,  786; 
from  plants,  67, 158, 200, 
274,  312,  420,  422,  428, 
430,  682;  from  rue  and 
parsley,  with  verdigris, 
66 ;  for  dyeing  skins,  67 ; 
for  staining  bones,  &c., 
65,  81 ;  for  glazing,  812 ; 
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for  painting,  424,  431; 
opaque,  to  make,  286 ; 
mixed  with  flesh  colour 
in  painting,  144;  water, 
59,  85,  97,  122,  126;  for 
miniature  painting,  664, 
666,  680;  for  pottery, 
536;  how  tempered  for 
painting,  120;  glass  for 
painting  earthen  vases, 
200,  204;  corrosive  and 
transparent,  to  make,  284 ; 
another  not  transparent, 
286 

Grey,  610 

Grisatoio,  Ixxxv 

Grisus,  27 

Grotesques,  638,  782 

Grounds,  746  n ;  of  the  use 
of  white  lead  in,  cxviii, 
cxxxi ;  used  by  Titian, 
cxviii,  cxxvi,  cxxvii, 
cxxix ;  in  Venetian 
school,  cxxvii,  cxxxi, 
cxlii,  cxlv,  728;  how 
rendered  pliant,  cxxviii, 
cxxxiii  ;  absorbent, 

cxviii,  cxliii,  cxliv,  cxlv, 
cclxxxviii-ccxcii ;  non- 
absorbent,cxxvi,cclxxxii, 
cclxxxix,  ccxcii,  ccxciv; 
used  by  Paolo  Veronese, 
cxxxviii,  ccxc ;  by  Callot, 
cxxxviii ;  by  Pozzo,  ib. ; 
by  Bassano,  723,  730 ;  by 
Tintoretto  for  his  *  Cruci- 
fixion,' cxl,  cclxxxix ;  by 
the  Bolognese  school, 
cxlvi,  ccxcii;  by  the 
Parmesan  school,  cxlvii, 
ccxci ;  of  gesso,  their  ad- 
vantages and  disadvan- 
tages, cclxxxvi,  ccxc- 
ccxcii,  730,  885;  fre- 
quently covered  with  a 
coat  of  boiled  oil,  cxliii ; 
are  the  most  durable 
and  unchangeable,  cxlvi ; 
earliest  pictures  were  on 
panels,  cclxxxii ;  white 
grounds,  their  advantages, 
cclxxxii,  cclxxxvii ; 
sometimes  of  a  warm 
tint,  inclining  to  yellow, 
cclxxxiii  n ;  advantages 
of  cloth  for  painting  on, 
t6.;  various  methods  of 
preparing,  i&.,ccxciii,228, 
230,  268,  728,  730,  761, 
772,  814,  815  n;  some- 
times prepared  with  glue 
only,  cclxxxviii ;  to  pre- 
vent their  cracking,  ccxci ; 
great  requisites  of,  ccxciii; 
early  Italians  painted  on 
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Horn 
non  -  absorbent  grounds, 
ccxciv;  to  prevent  their 
being  attacked  by  insects, 
cxxv ;  to  prepare  quickly, 
820 ;  for  gilding,  238, 260 ; 
for  columns,  230;  for 
panels,  274 

Guado,  ccxiv,  28 

Gualda,  cliii,  483 

Guamello,  to  dye,  588 

Guercino,  1,  cxii,  cxlvii, 
clxxxy,  cclxxviii,  ccxcii, 
ccxciii 

Guido  Reni,  ccxiv,  ccxxi, 
ccxcii 

da  Siena,  xxiii 

Guimet's  Ultramarine, 
cxxvi 

Gum,  to  temper  for  lay- 
ing on  gold,  154;  Ara- 
bic, 154,  156;  ammo- 
niac, 1 56 ;  Andrianum, 
cclvi,  6,  82;  Edera  or 
ivy,  29,  113;  of  the  ivy, 
see  Gum  Edera ;  of  the 
plum  tree,  154 ;  lac,  var- 
nishes of,  644,  see  L^cca ; 
water,  to  make,  502,  658 ; 
prevents  the  ink  from 
flowing,  158 

Gutiambar.  See  Gamboge, 
clxvi 

Gypsum  cannot  be  used  in 
the  intonaco  for  fresco- 
painting,  792 


H. 

Haematite,  clxx,  220,  806, 

810  n 
Hair,  to  boil,  710 
Half-light,  777  and  n 
Hambro'  blue,  cciii 
Hartshorn,  calcined,  clii 
Hempseed  oil,  164 
Henry  II.  of  England,  de- 

sciiption  of  the  effigy  on 

his  tomb,  cvi 
Herba    or    Erba    Gilosia, 

438 
—  Morel  la,  clxxxix,   29 

and  n,  31  and  n,  86,  200, 

312 
Scaldabassa  or  Scalda- 

lussa,  29 

Sandix,  29,  36 

Vaccinium,  29 

Viola,  29 


Holcus,  29 

Honey,     cxliii,     cclxxxiv, 

cclxxxv,  ccxci 
— -  of  roses,  468,  469 
Horn.     See  Bones 
,  to  blacken,  72 
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Horn 

Horn,  colours  preserved  in, 

272 
Homaza,  dxii 
Horses   formerly   used   at 

Yenioe,  604  n 
Hungarian  blue,  648,  649  n. 

See  Ongaro* 
green,  cczvi 
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Icbthyocolla,  192 

"  llluminer,"     origin     of 

term,  xzx 
Illuminating,  meanins   of 
term,  786 ;  pracdcal  di- 
rections, 822 
Implements  used  in  paint- 
ing, evil 
Incaustum,  30,  150,  240 
Incense,      lucenso,     cclii, 
cclxii,    100,    378,    489, 
630 
Indaco  del  Golfo.    See  In- 
digo 
Indian  red,  dxx,  clxxi 

lac  lake,  czlix 

Indigo,  cxliz,  ccxy,  cczxti, 
cczxix,  244,  272,  650, 
738,  744,  761,  786,  806, 
816;  term  applied  fre- 
quently to  woad,  ccxy; 
whether  a  durable  pig- 
ment for  oil>painting, 
ccxvi;  to  make,  412, 416, 
612;  to  prepare,  676; 
dryer  for,  666,  812  ;  mix- 
tures o^  with  other  co- 
lours, 652;  Bagadel  or 
de  Bandas,  ccxy,  86 
iDgessare,  cclxxxii  .  ^ 
IdE,  ccxx^i ;  to  make,  ^ 

tnr^Tl^W,  TWO,      mU^y     IWW, 

M*f  that    will   remain 

black    when    water    is 

added,    6fia<  blue,    to 

make,  684 
Innocenzo  da  Imola,  ccxii 
Iris  green,  ccxix 
Iron,  to  gild,  222,  404 ;  to 

temper,  75,  77,  83,  310 ; 

for  cutting  stones,  196 ; 

to  preserve  from  rust,  78, 

316 
Isinglass,  192,  594 
Italian  pink,  clxiv 
iTory,  to  bend  and  oma- 
,    ment,  224 ;  to  paint,  820 ; 

black,    ccxxvi,   ccxxvii, 

775 ;  to  gild,  192  ;  burnt, 

774 
Ivy,  lake    from,    clxxxii, 

144,  146,  190,  310 
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J. 

Japtanning,  colours  and  re- 
cipes for,  644,  686,  688 

Jacopo  da  Monte.  See 
Sansavino 

— — ,  Don,  xxxii 

Tatti.     See  Sansar 

vino 

da  Tholeto,  328 

— —  da  Turrita,  xliv 

Jao^uea  PAUemand.  See 
Giaoomo  da  Ulmo 

Jalde.    See  Orpiment 

quemado.    See  Red 

or  Orange  Orpiment 

Jas,  30 

Jaune  de  Naples,  clix 

Jewish  glass,  xdi,  244  and 
n,  245 

Jews  practised  the  art  of 
glass-making  at  Constan- 
tinople in  the  6th  century, 
xcii ;  and  at  Tyre  during 
the  12th,  xciii;  mono- 
polized the  trade  in  dye- 
m^  during  the  dark  ages, 
cxiii 

Jew's  glass,  245  n 

Johannes  da  Modena,  9, 
10,  11 

Johanneto,  Ix 

<  Jourderob^oncach^,'  780 

*  du  droit  fil,'  ib. 

*  faint,'  t&. 

Julius  II.,  605,  606 

Juniper  gum  (Sandarac), 
696 

K. 

Kassler  blue,  ciii 

Kermes,  cxiv,  cxxxtI, 
clxxiii,  clxxiy,  ccxxix, 
51  n,  454,  806 ;  a  very 
durable  colour,  clxxyi 

Knife  -  handles,  to  stain 
green,  64,  80 

L. 

Lac,  dxxyiii,  cclix;  im- 
ported into  Europe  in  the 
12th  century,  ccb^ ;  when 
first  mentioned  ai  a  yar- 
nish,  i6. ;  to  ex^tict  the 
colour  from  tne  gum, 
686  ;  to  purify,  688 

calyis^,  387 

lake,  dxxyiii,  ccxxix, 

446,  448,  456 

^^Turtumagli,  392  n 

Lacca  or  lake,  30, 250, 650, ' 
822 


Lazurstein 

Lacca  di  dmatnra,  clxxiii, 
51,  53,  91,  432,  434,  454, 
456,  490,  808 

Colombina,  cxxxi  n 

Lake,  different  kinds  o^ 
dxxiii ;  fii>m  iyy, 
clxxxii,  146,  190,  310; 
fh>m  lac,  clxxiii,  51,  63, 
294,  446,  454,  700 ;  from 
Brazil  wood  or  Verzino, 
cxxxi,  53,  55,  57,  65,  93, 
95,  145,  271,  295,  437, 
439,  440,  694;  frt>m 
grana,  clxxiii,  702;  of 
yarions  kinds,  250,  708; 
frt>m  cochineal,  clxxiii, 
clxxyi,  clxxyii,  ccxxix, 
645,  660,  669,  698,  702, 
708;  from  Brazil  wood 
and  lac,  93,  97, 144,  294, 
694,  702;  to  grind,  712; 
to  temper,  clxxxy,  504; 
to  prepare  for  miniature 
paintinff,  660;  mixtures 
o^  with  other  colours, 
654 ;  dryers  for,  ccxxxix, 
645,  666,  818;  Floren- 
tine, clxxxi,  clxxxii ; 
Venetian,  i6.  772;  com- 
mon, 808 ;  fine,  i6. ;  must 
not  be  kept  in  water,  740 ; 
should  Imye  body,  744 ; 
are  slow  dryers,  clxxxy; 
how  used  by  the  Vene- 
tians, cxx^iii,  cxxxii, 
ccd ;  beauty  of  the  Vene- 
tian lakes,  clxxxii ;  what 
kinds  most  approyed, 
ih. 

Lallemand,  830,  831 

Lamp  -  black,  ccxxyii, 
ccxxyiii,  27,  138,  618, 
678,  822  ;  dryer  for,  666 

Lana,  Padre  Francesco,  his 
work  on  painting,  746 
and  n 

L'Ange,  Pere,  760,  789  n 

Lard,  350 

Lapis  Amatito,  clxx,  clxxii, 
806  n 

Lazuli,  30,  96,  100, 

102,  104,  177,  840,  341- 
383 

niger,  30 

Lapo  of  Florence,  xliy 

Larg^,  cd.  See  Venice 
Turpentine 

Laricina.  See  Venice  Tur- 
tine,  ccxlix 

Laughing  feuse,  812 

Lawrence,  Sir  T.,  cxxii 

Lazur,  178  n,  203 

Lazurium*  30 

Lazurstdn.  See  Azznrro 
della  Magna 


JLazzarini 

Lazzariui,  Gregorio,  850, 
869 

Lead  glaze,  xcix,  177 

• Reined  or  burBt,  Ivi, 

540,  614 

Glass,  xciv,  216 

Leather,  worn  unlined  for 
garments,  xviii,  cix ;  pre- 
paration of  daring  middle 
ages,  chiefly  carried  on 
in  the  soutn  of  Europe 
bj  the  Saracensi  cix ;  em- 
ployed as  hangings  of 
apartments,  ex ;  covers  for 
books  and  frames,  cxi; 
gilt,  extensive  commerce 
of  the  Venetians  in,  ex ; 
used  for  painting  on, 
either  gilt  or  plain,  ib,\ 
parchment  converted  into 
by  the  Monks,  cxi;  to 
dye,  546,  560,  562 ;  scar- 
let, 548,  550,  552,  654; 
pavonazo,  554 ;  red,  308, 
556 ;  green,  556, 558,  596 ; 
azure,  404,  558 

Lebrun,  Pierre,  account  of 
his  MS.,  760 

Lely,  cdxxviii,  ccxcv, 
ccxcvi 

Letters,  to  efface,  47,  57,  63 

Leucos,  31 

Leyden,  Lucas  Van,  ccxcix 

Liberale  di  Verona,  xxxii 

Light  red,  dxx 

Light  in  which  paintings 
should  be  placed,  776 

Lights  and  shades  of  dra- 
peries, 250,  252,  256 

Lignum  Braxilii,  30 

Lily  green,  ccxix,  650, 678, 
684,  700 

Lime  as  a  pigment,  cli; 
blue,  ciii;  as  a  dryer, 
ccxxxvi ;  colours  mixed 
with,  300 ;  to  prepare  for 
fresco  painting,  674 

Linen,  to  prepare  for  paint- 
ing, 230 

Linseed  oil,  348,  362,  370, 
378,  383 ;  to  make,  488 ; 
and  white  of  egg  vehicle, 
486 ;  what  colours  ground 
with,  738;  with  resins, 
162,  164 ;  how  purified, 
606,  620;  thickened  in 
the  sun,  proper  for  mak- 
ing varnishes,  634;  boiled 
with  litharge,  692;  for 
tempering  colours,  316 ; 
and  see  Oil 

Lippo  Dalmasio,  329 

Liquid  varnish,  42,  98, 102, 
159,  312,  329,  339,  346 ; 
to  inake,  488,  520 
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Liscia,  891 

Litharge,  cxxvii,  cxxx, 
cxxxv,  ccxxxvii,  ccxl, 
ccxli,  cccxii,  335,  692, 
740  and  n,  816;  whether 
a  safe  dryer  for  oil,  cxxii, 
cxxx,  cxxxix 

Livi,  Francesco  Dominici, 
Ixiii 

Longhi,  ccxci 

Lorenzo  de'  Medici,  effigies 
of,  in  wax,  painted  in  oil, 
cxi 

Luca  della  Robbia,  cv,  335 

Lucas  van  Leyden,  ccxcix 

Lucee,  30 

Luini,  Bernardino,  ccxcix ; 
his  paintings  in  the 
Monastero  Maggiore  at 
Milan,  xxv 

Lumina,  30,  314 

Lunardo,  Ixii 

Lustro  di  rasa,  696 

Luteolum  Belgicum,  clix 

— —  Napolitanum,  clix, 
cix 

RomsB,  clix 

Lutum  Sapientise,  386  n 


M. 

Madder,    cxxxii,    cxxxvi, 

cxii,  clxxviii,  clxxx,  34, 

175,  248,  250 
—lake,  cxxxii,  dxxix; 

its  properties,  clxxix 
Madonna  di  S.  Sisto,cclxxix 

and  n 

<  Maesta,'  lii  n 

Mahl  stick,  whether  used  by 
the  great  masters,  cxxii 

<  Magdalen '  of  Titian,  858 
Majolica,  clxx,  540 
Vases,  335,  338, 

540 
Malachite,  ccxvi 
Manganese,  purple   colour 

from,  338 
Mantegna,  Andrea,  painting 

in  wax  by,  ei ;  colour  used 

by,  cxcix 
Mappee  Clavicnla,  supposed 

dateo^  178  n 
Maratta,  Carlo,  I,  cclxx 
Marble    dust,    cxlvii,  clii, 

cliii,  650;    cement   for, 

82;   to  paint  in  oil  on, 

820 
Marcellus  Palingenius,  168 
Marchasita    aurea,  472  n, 

488  n 
Marchasite,  371 
Marcillat,     Gulielmo     de, 

Ixxii,  Ixxv,  Ixxix,  Ixxxiv 
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Minium 

Marciana  MS.,  account  of, 
603 

Marco,  Maestro,  Ixii 

di     Tiziano.        See 

Vecellio 

Marini,  Gio.  Antonio,  xlii 

Marseilles,  early  commerce 
of,  xxiii,  cxvi,  cxxi; 
&mous  for  its  dyes, 
cxxi 

Martino  di  Giorgio  da  Mo- 
dena,  xxxi 

Marzachotta,  335,  536,  537 

Massicot,  clvii,  clix,  ccxxix, 
536  n,  648  n,  772,  786, 
804  ;  two  kinds  of,  clviii ; 
identified  with  one  kind 
of  giallolino,  clvi ;  of  the 
Dutch,  335 

Mastic,cxxxv,cxxxvi,cxliy, 
ccliv,  100,  102,  346,  354, 
362,  372,  383,  620,  632, 
634,  670,  672,  694,  698  ; 
as  a  dryer,  ccxliv;  var- 
nish, cxxxv,  CXXXVI, 
cclxiv,  742,  748 

Materia  Musica,  1 

Maurelle,  cxc,  cxci,  ccxix, 
200 

Melanthius,  828 

Meline  earth,  244 

Mellana,  31 

Membrana,  22,  29,  31,  144, 
298 

Menesch,  clxxix,  31  and  n, 
36 

Mengs,  cxix 

Menjui.     See  Benzoin 

Metals,  names  of  planets 
given  to,  67,  69 

Michael  Angelo.  See  Buo- 
narroti 

Michele,  xliv 

Michelino  de  Vesuccio,  or 
Besuzzo,  or  di  Milano, 
ccxi,  12,  13,  102 

Milan,  painted  glass  in  thu 
Duomo^  Ixxxvi 

Milk,  as  a  vehicle  for  co- 
lours, cxxxix,  618;  added 
to  grounds  to  prevent 
their  cracking,  cxxix, 
cxxxix,  ccxci 

Mineral  blue,  ciii 

Miniatori,  xxix 

—^  calipafi,  xxix 

Miniature,  origin  of  term, 
XXX ;  painting  much  prac- 
tised by  the  Monks,  xxi~ 
xxviii ;  the  art  divided 
into  two  branches,  xxix ; 
how  executed,  xxxvii, 
cccxii 

Minium,  cxxvi,  cxxxii, 
cxxxvi,     cliv,     clxviii, 
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Mino 


ccxxYiii,  ccxxix, 

ccxxxTii,  ccxxxix,  ccxli, 
cclxxxY,    ccxcvii,  cccii, 

31,  36,  113,  314,  650, 
744,  806,  816,  820,  822  ; 
native,  clxx,  ocxxviji; 
to  make,  122,  140,  234; 
nature  of,  314 ;  to  temper, 
156,  294,  296,  304;  to 
prepare,  704;  to  purify 
and  renovate,  clxix»  142, 
294;  to  mix  with  ver- 
milion, 140;  to  make 
quickly,  484;  to  illu- 
minate books  with,  298 ; 
mixtures  with  other  co- 
lours, 654 

Mino,  Maestro.   See  Jacopo 

da  Turrita 
Mirca,  32 
Mirror,    black,T  used    by 

the     Flemish     painters, 

cxxv 
Mnitsch,  dxxix 
Mocetto,  Ixvii 
Mommia,    mummy,    cxli, 

cxliv,  ccxxv 
Monastic  institutions,  their 

influence    on    the    arts 

during  the  middle  ages, 

xix,  XX 
Moniculum,    moniaculnm, 

32,  157 

Monks,  the,  cultivated  the 

-  arts,  xix;  services  ren- 
dered by  them  to  society 
in  the  middle  ages,  ih. 

Monte,  Jacopo  da.  See 
Sansavino 

■  Casino,  monks  of, 

practised  miniature  paint- 
ing, xxi 

Montpellier,earlY  commerce 
of,  xxiii,  cxiv;  famous 
for  its  dyes,  ih, 

Montanes,  cvi 

Mordants  for  gold,  ccxliv, 
94,  282,  470,  474 ;  with 
garlic,  95,  622,  624;  not 
afPected  by  the  weather, 
95 ;  on  walls,  464 ;  for 
gilding  on  glass,  ccxliii, 
620,  692 ;  on  marble  or 
stones,  620 ;  on  iron  and 
all  things,  620,  622 

Morella,  dxxxix.  See 
Herba  Morella ;  green 
colour  from,  200,  420 

Morello  coloured  pigments, 
clxxxvi-cxcvi,  660 

di  ferro,  dxxxvi, 


650 


di  sale,  clxxxvi, 

•  •  ■        _  _  ' 


dxxxviii,  650 
Morellen  salz,  dxxxviii 
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Moresques,  782 

Mortars    used   by  apothe- 
caries, how  made,  304 

Mottle  de  sil,  clxiii,  clxx, 
804 

Moulette,  771 

Mountain  blue,  cciii,  786; 
and  see  Azzurro  di  Terra 

green,  ccxvi,  706 

Mosaic,  xxiii,  334;  the 
most  durable  of  all  kinds 
of  painting,  xxxviii ;  the 
art  known  to  the  ancients, 
ih, ;  practised  hy^  the  Bv- 
zantine  Greeks,  ih, ;  early 
Italian  spedmens,  ih, ; 
early  Koman,  generally 
on  white  grounds,  ib,\ 
early  Byzantine  on  gold 
grounds,  ih, ;  schools  of 
Venice  and  Rome  existed 
in  the  11th  century, 
xxxix;  Venetian  school 
of,  ih, ;  Florentine  school 
of,  xliii ;  old  mosaics  at 
Florence  repaired  by  A^- 
nolo  Gaddi,  xlvi,  liii; 
designs  for  mosaics  gene- 
rally made  by  distin- 
guished artists,  xliii ; 
Roman  school,  xlix ;  ce- 
ment or  ground  for,  1; 
analysis  of  cement  of  the 
mosaics  in  the  Duomo  of 
Pisa,  li ;  verified  by  re- 
ference to  accounts  in  the 
books  of  the  Duomo,  Hi ; 
analysis  of  glass  of,  at 
Rome  and  at  Pisa,  liii, 
Iv ;  colours  for  the  glass 
of  the  mosaics  described 
in  the  Bolognese  MS., 
Iv;  gilding  of,  ih,\  to 
make  the  white  for,  530 ; 
safiron  or  gold-coloured, 
532  ;  red,  ih. ;  rose-co- 
loured, ih. ;  pomegranate- 
coloured,  io, ;  blue,  ih. ; 
green,  ih, ;  crysolite,  ih. 

MSberry  -  coloured  pig- 
ments.    See  Morello 

MuUer,  770 

Mural  paintings,  how 
painted,  xxv ;  at  Bologna 
m  the  15th  century, 
338 

Murano,  glass-works  at,  lix, 
Ixxxix,  xc;  their  cele- 
brity, ih.;  the  workmen 
forbidden  to  disclose  the 
secrets  of  the  art,  xc, 
xci  n 

Muziani,  xlix 

Myrrh,  162  and  n,  240 
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N. 

Naphtha,  cxxxiv,  ccxxxii, 
670 ;  uised  by  the  Italians, 
is  a  native  production, 
ccxlv ;  that  of  the  shops 
is  distilled  from  wood, 
ccxlvi ;  native  should  be 
preferml,  and  should 
be  previously  rectified, 
cclxx 

Naples  yellow,  cxxxvi, 
ccxxxviii 

Natron,  208 

Naval  pitch,  370 

Nero  di  Schiuma  di  ferro, 
ccxxvi 

Spalto,     ccxxiii. 

See  Asphaltum 

terra.    See  Terra 


Nera 

Nerucci,  P.  Johannes,  Ixi 

Neuwieder  blue,  cciii 

Neveda,  32 

Niello  or  nigellum,  70 ; 
the  art  known  to  the  an- 
cients, cxii ;  practised  by 
the  Byzantine  Greeks 
and  much  cultivated  by 
the  Milanese,  ih. ;  treatise 
on,  by  B.  Cellini,  cxiii ; 
description  of  mode  of 
executing,  ih.  242 

Nitre,  208 

Nitro-muriatic  acid,  65, 
334,  388 

Noah's  ark,  proportions  of, 
796 

Normans,  when  they  set- 
tled in  Italy,  179 

Norman  origin  of  some  re~ 
cipes,  112 

Nottingham  Castle,  early 
paintings  at,  xxiv 

Novara,  painted  figures  of 
plastic  work  in  the  bap- 
tistery at,  ciii 

*  Nozze  di  Cana,"  by  Paolo 
Veronese,  ccxci  and  n 

o. 

Obsidian,  210  and  n 

Ochres,  dxiii,  32,  658,  810, 
812,  816  ;  should  be  pur- 
chased in  the  lump, 
clxiii,  744  ;  red,  812 ;  de 
ru,  clxiii,  280 ;  burnt,  804 

Oderigi  da  Gubbio,  xxxiii 

Oil,  why  old  pictures  can- 
not be  repaired  with, 
cxxxi,  cxxxv ;  colours 
always  ground  in,  cxxiv, 
ccxxx,  606, 627  ;  whether 


Oil 
used  to  paint  with,  cxiz ; 
preparation  and  purifica- 
tion of,    cxxvi,  cxxxv, 
cxxxyii,  ccxxxii, 

ccxxxiii,  232,  302,  621 ; 
contrivance  for  absorb- 
ing, cxliv;  injurioas  to 
some  coloars,  cl ;  mnch 
oil  always  injurioas  to 
the  coloars,  ccxxxi, 
ccxxxii ;  drying  oils, 
ccxxxv  i.  See  Dryers  and 
Drying  oil ;  effect  of 
burning,  ccxxxvii ;  dark- 
ens all  colours,  cclxxxiv ; 
to  remove  stains  of,  from 
parchment  or  paper,  63, 
81 ;  colours  for  painting 
on  glass,  616;  fat,  812, 
8 1 6, 838 ;  distilled,  ccxItI, 
330.  506  ;  pressed  out  of 
brushes,  for  what  used, 
740;  not  good  on  old 
pictures,  725,  750 ;  boiled, 
115.  See  Olio  cotto; 
gilding  on  stone,  668 

Oil  of  chamomile,  ccxxxii ; 
of  spike,  ccxxxii,  670, 
688;  used  in  painting, 
ccxxxi ;  what  usually 
sold  as  such,  ccxIy 

of  turpentine.  See  Tur- 
pentine, spirit  of 

painting  practised   in 

an  imperfect  manner  in 
Italy  previous  to  the  time 
of  Antonello  da  Mes- 
sina, cxvi,  330 ;  the  me- 
thod of  the  brothers  Van 
Eyck  soon  modified  con- 
siderably in  Italy,  t6. ; 
exposure  of  pictures  to 
the  sun,  see  Sun;  cause 
of  shrivelled^  surface  of, 
cxx ;  why  the  darks  are 
raised  above  the  lights, 
cxx,  cxxviii,  cxxxvi ; 
all  artists  did  not  observe 
the  same  process,  cxxiv, 
cxxxix;  whether  oil 
should  be  laid  upon  oil, 
cxxvi ;  rapid  drying 
of  vehicle  conducive  to 
the  permanence  of  the 
picture,  cxxxiii,  cccix; 
tracing  the  design,  ccxciv, 
734;  method  of  early 
Venetian  painters,  ib, ; 
lights  in  early  oil-paint- 
ing semi-opaque,  cxxxiii, 
cxxxiv  and  n;  exces- 
sive hardness  of,  cxli ; 
effects  of  the  atmosphere 
upon,  cxxxvii,  cxxxix, 
880;  colours  should  not 
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be  too  oily,  ccxxxi, 
ccxxxii;  or  too  dry, 
cxliii ;  surface  of,  how 
polished  without  var- 
nish, cxlv;  amber  var- 
nish probably  one  of  the 
improvements  introduced 
into  Italy  by  the  Flem- 
ings, cclxvii;  did  not 
require  varnishing, 

cclxxx,  747,  762 ;  early 
varnishing,  when  com- 
paratively safe,  cxxxvii ; 
m  Italy  there  were 
two  distinct  processes, 
ccxciii;  the  early  me- 
thod was  that  adopted 
among  the  Flemings,  ib, ; 
the  other  was  the  Vene- 
tian method,  ccxiii ;  both 
methods  afterwards  con- 
siderably modified, 
ccxciii;  the  Flemish  or 
early  Italian  process, 
ccxciv;  in  which  the 
shadows  were  transpa- 
rent, and  the  lights  semi- 
opaque,  ccxcvii ;  advan- 
tages of  this  method,  ib. ; 
perfect  outline  neces- 
sary, ib. ;  when  this  me- 
thod was  discontinued  in 
Venice,  ocxcix ;  causes 
to  which  the  darkening 
of  Italian  pictures  is  at- 
tributed, cxliv,  ccciii  n, 
872  and  n ;  whether  tints 
were  mixed  previously 
to  painting,  ccxcvii ;  glaz- 
ings, how  executed,  cxx, 
cxxxii ;  whether  they  are 
permanent,  cxlv ;  Borghi- 
ni"s  description  oif  the  Flo- 
rentine method  of  paint- 
ing, cccv ;  why  one  layer 
of  colour  should  dry  be- 
fore another  is  applied, 
ib. ;  rubbing  the  surface 
with  pumice  stone,  cccvi ; 
coloars  dried  slowly  in 
winter,  ib. ;  dried  in  the 
sun  or  by  a  stove,  ib. ; 
*  oiling  out,'  cccx ;  causes 
of  their  decay,  879-883, 
887 ;  most  durable,  how 
painted,  888 ;  colours  for, 
608 ;  directions  for  clean- 
ing, 645,  750;  whether 
any  part  executed  in  dis- 
temper, cxxxvii,  cxliii 
varnishing,  cclxxx,  747 
n,  762 

Oil  gilding,  668 

*  Oil  upon  oil,'  meaning  of 
expression,  cxxvi 
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Orpitnent 

*  Oiling  out,'  cccx 

Olchus,  32,  144 

Oleo  -  resinous  varnishes, 
proper  for  mixing  with 
colours,  606 ;  whether 
used  in  painting,  cxxi, 
cxxx  and  n ;  composi- 
tion of,  cclxii  -  cclxix ; 
high  colour  of,  how  re- 
medied, cclxxi 

Olibanum,  cclii,  372 

Olio  di  Abezzo,  ccl,  cclxx, 
294,  634,  670,  672,  696, 
740,  742,  763;  to  know 
when  it  is  genuine,  ccl, 
635 

Olio  cotto — boiled  oil — pre- 
pared with  litharge, 
cxxvii,  ccxxxix,  ccxl, 
cocxii,  740  ;  to  know 
when  it  is  sufficiently 
boiled,ccxxxvii,ccxxxix, 
ccxl,  644,  692,  740,746; 
and  see  Boiled  Oil,  Dry- 
ers 

Olio  di  Petrolio.  See  Naph- 
tha 

^—  di  Sasso.   See  Naphtha 

di  Spigo.    See  Oil  of 

Spike 

Olive  oil,  380 

Olivetani  (the)  practised 
tarsia  work,  xxi 

Ongaro,  ccii,  cciii,  and  see 
Azzurro  di  terra 

Or  de  couleur,  8 14, 836, 838 

Or  moulu,  832 

Or  mat,  836,  838 

Orange-coloured  pigments, 
clxvii-clxx,  650,  662 ; 
said  to  have  been  used 
by  Titian,  cxix 

Orgagna,  Ixii 

Oricello,  xxxvii,  cxiv, 
cxcvi,  474 

Oropimente.  See  Orpi- 
ment 

quemado.    See 

Orange  or  Red  Orpiment 

Orpiment,  cxxviii,  cxxxvi, 
cliv,  298,  648,  650,  786  ; 
a  bad  dryer,  and  difficult 
to  grind,  cliv ;  dryers 
for,  ib.,  ccxl,  812;  na- 
tive and  artificial,  cliv, 
ccxxviii ;  powdered  glass 
mixed  with,  cliv;  pre- 
paration of,  civ,  238, 502 ; 
used  by  some  of  the  Ve- 
netian painters,  civ;  whe- 
ther it  should  be  mixed 
with  other  colours,  i6., 
252 ;  not  a  durable  co- 
lour, ib. ;  burnt,  civ  ; 
colour  resembling,  198 
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Orpiment 

Orpiment,  red  or  orange, 
realgar,  clxrii,  662  ;  na- 
tive and  artificial,  ib,; 
the  latter  prepared  at 
Venice,  clxnii ;  its  pro- 
perties, ib, 

Onini,  cv 

Oster,  32,  250 

P. 

Pacheoo,  CSV 

PadoTanino,  zlii 

Padoan  MS.,  acoonnt  o^ 
644 

Punted  glan.    See  Glass 

^rments,  formerly 

worn  in  England,  8 

Painters,  societies  of,  when 
first  formed,  xxiv;  go- 
verned bj  certain  regu- 
lations, cxvii;  sworn  to 
observe  the  secrets  of  the 
profession,  ib. ;  long  pe- 
riod of  pupilage,  ib. ; 
names  of  the  most  cele- 
brated, 824 

Painting  in  oil.  See  Oil 
painting.  On  glass.  See 
Glass.  On  linen,  in- 
tended for  wearing  ap- 
pare^  civ ;  formerly  a 
religious  occupation,  xx; 
what  kinds  most  prac- 
tised during  the  12th 
century,  xxiii ;  technical 
terms,  72  -  80 ;  imple- 
ments used  in,  cvii 

Paintings,  how  to  speak  of 
beautiful,  824 ;  decorated 
with  artificial  gems, 
Ixxxviii 

Pala  d'Oro  of  S.  Mark's  at 
Venice,  cxii 

Palingenius,  Marcellns,  168 

Palette  in  use  in  the  15th 
century,  cvii ;  to  set  for 
flesh  colour,  770 

Pallidus,  33 

Palma,  Jacopo  (Giovane), 
xlii,  xlv,  cxxxiii,  ccxii, 
ccxcii,  ccxcix,  865,  870 

Palma  Vecchio,  cxxi 

Pamphilus,  828 

Pandino,  Stefkno,  Ixvii 

Panels.  See  Grounds.  To 
preserve  them  from  being 
worm-eaten,  cxxv ;  ear- 

.  1  iest  pictures  on,cclxxxii ; 
composed  of  several 
pieces,  ib. ;  how  cement- 
ed, ib. ;  to  prepare  for 
painting,  cxlvi,  274,  594 

Panioella,  452 
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Paolo  Veronese,  xli,  xlii, 
855,  856,  862,  863,  865, 
867,  888,  889 ;  blue  pig- 
ments used  by,  cxix; 
method  of  painting  blue 
drapery,  cxxiii  n;  whe- 
ther he  used  size  colours 
on  his  oil  paintings, 
cxxiv,  cxxix,  czxxv, 
cxxxvii,  cxl,  cxIi, 
cxiii,  cxliv,  ccxd,  cccii, 
cccx;  why  the  can- 
vass of  liis  pictures  has 
darkened,  cxxxviii ; 
grounds  used  by,  ib., 
cxl,  cclxxxix,  ccxcii ; 
did  not  glaze  much,  cxli ; 
method  of  painting, 
cxxix«  cxxxiv,  cxl, 
ccxcix,  cccii,  occx ;  his 
method  opposed  to  that 
of  Titian,  cxiii,  oceiii; 
colours  used  by,  cxxxii, 
cxli,  dv,  clxiii,  dxvi, 
clxix,  cciii,  ccxi;  whe- 
ther he  began  his  oil- 
pictures  in  distemper, 
Gocii,  cceix;  painting  in 
distemper  by,  restoration 
of,  862 
Paper,  of  linen  and  cotton, 
when  introduced  into 
Europe,  258  n,  894;  or 
parchment,  to  gild,  626 ; 
to  make  it  transparent, 
678,  680,  734,  736 
Paramentum,  227,  893 
Parchment,  to  gild,  238 ; 
converted  into  leather  by 
the  Monks,  cxviii ;  to 
prepare  for  painting,  274 
Parcium,  146 
Paretonium,  33,  244 
Parisino,  or  Parisian  red, 

702 
Parmesan  school,  grounds 
used  by,  cxlvii,  ccxci ; 
method  of  painting  in, 
cxlvii,  cdxxxi 
Parmigiano,  828 
Parrhasius,  828 
Parri,  Spinello,  Ixvii 
Parsley,  to  make  a  green 

colour  with,  66 
Pasta  verde,  ccxviii,   650, 

062 
Paste  for  modelling,  484, 

494 ;  etching,  666,  678 
Pasterini,  Jacopo,  xlii 
Pastille  for  ultramarine,  99, 
101,  346,  348,  350,  854, 
362,  368,  370,  380,  382 
Pastorino  da  Siena,  Ixxv 
Pavonazo,    dxx,    dxxxvi, 
439,  442,  444,   610;  co- 


Potuo 

lour  for  painting  on  waifs, 

442 
Pearls,  artificial,  xdi,  508, 

511,  513,  523,  543 
Peoe  Greea,  cdi 

—  Spagnuda,  or  di 
Spagna,  oeli 

Pechoris,  Domenioo  Pietro 
Vannis  de,  Ixxii 

Pegola,  cdi 

di  Spagna,  cdi,  350, 

362 

Pellegrini  da  Bologna.  See 
Samacchini 

Peregrini,  Fra  Raphael, 
Ixxi 

Persus,  33 

Pezzette,  cxdii,  cxcv,  250  n, 
406, 422,  426, 438,  442 

Phidias,  798 

Piagnoni,  xxxvi 

Pictnra  transludda,  33 

Pictures  should  be  exposed 
to  the  air,  762;  charac- 
teristics of  good,  776 ;  in 
what  light  they  should 
be  placeid,  ift.;  to  clean 
old,  672 ;  to  be  preserved 
from  dust,  762 ;  cleaning, 
750 

Piero  di  Perugia,  xxxii 

Pietra  mala,  5 

Pietro  di  Lianori,  329,  330 

—  Perugino,  what  co- 
lours used  by,  ccvii,  ccxii ; 
reason  why  some  of  his 
pictures  cracked,  cccv; 
painted  the  blue  of  a  sky 
in  tempera,  cxxxvii  d, 
ccvii,  ecdx 

di  Tramoggiano,  Fra, 

xxxiii 

da  Verona,  6 


Pigments,  white,  cl ;  yellow, 
diii ;  orange,  clxvii ;  red, 
clxx ;  mulberry  and 
purple,     clxxxvi ;    blue. 


cxcvi 


ccxvi 


green, 

brown,     ccxxi ;     black, 
ccxxv,  and  see  Colours 
from  flowers,  184 


Pina,  Fra  Michele,  Ixi 
Pinceliire,  770 
Pine  resin,  ccli,  106 
« Pink,'  dxiv 
Pilastra,  34 
Plumbus  albus,  33 
Polidor  of  Parma,  828 
Pollini,  Fra  Domenico,  Ixi 
Polycletus,  778 
Polygnotus,  826 
Pompholyx,  892 
Ponchino,Gio.  Batista,  ccxii 
Poncif,  782 
Ponso,  clxxxvi 


Poplar 

Poplar  (black)  resin,  odvi, 

cclix 
Pordenone,  czxi,  elxix 
Porporino,  xcviii,   55,  65, 

248,  45&-476,  806 
Porro  Maso,  Ixxv 
Porzello,  Alberto,  xxix,  4, 

288 
Poscb,  33,  298,  314 
Potter's  clay,  ciolxxxyi 

■:■  earth    (Terra    da 

Boccali),  772  (^if 

Pottery,    glazes    for,    177,,^ 

537.    See  Earthen  Tases ; 

to  make   white  without 

painting,  536 ;  white  with 

glass,    537;    white    on 

which  to  lay  azure,  536, 

538;  colours  for  painting 

on,  536,  537,  544 
Pounce,  636,  696 
Poussin,  Gaspar,  cxxv 
Powder,  to  light  a  candle 

without  fire,  72 
Pozzo,  cxxxviii,  cclxxxviii 
Prasino,  Prasinus,  ccxvii, 

33,  244  and  n,  298,  502, 

651 
Prsisis,  33 
Predella,  xxviii 
Priming.    See  Grounds 
Printing  ink,  ccxxvii,  618; 

with    separate     wooden 

types,  first  essay,  2  n,  1 
Prints,  to   transfer   on  to 

glass,  645,  692 
Proportions  of  the  human 

body,  796 
Protogenes,  828 
Provenzale,  Marcello,  1 
*  Pulchri  Scriptores,*  xxix 
Purple    of    the    ancients, 

clxxxii,    25    n,    32;    of 

Cassius,  334, 388  n ;  lake, 

702 
*Ai)utrido,'   608,  610;   to 

paint  on  glass,  616 
Purpureus,  33 
Purpurinus.  See  Porporino 
Pyrophorus,  73,  79 
Pythagoras,  798 

Quinctilian,  764 

R. 

RafFaello,  or  Raphael  d'Ur- 
bino,  Ixv,  clxiii,  336  n, 
604,  828 

Ragia,  ccxlyiii 

Kanno  da  capo,  354 

Rauschel  minerale,  clxviii, 
868 


INDEX. 

Ranschgelb.  See  Red  orpi- 
ment,  clxyiii 

Rava,  34 

Realgar.  See  Orange  or  red 
orpiment,  clxvii 

Red  pigments,  dxx- 
clxxxvi,  650 

Red,  English.  See  Terra 
rossa ;  Indian,  clxx,  clxxi; 
lead.  See  Minium ;  light 
red,  cxx ;  brilliant,  cxxx ; 
Venetian,  cxx;  ochres, 
clxx ;  draperies,  cxxviii, 
cxxix;  colour  for  shad- 
ins  letters,  482;  beauti- 
ful, from  Verzioo,  612; 
water,  85,  87 ;  glass,  to 
make,  524;  earths,  cxxx 

Resins,  ccxlyiii,  ccli ;  of  the 
pine,  cdi;  of  the  black 
poplar,  cclyi,  cclix 

R^toring  of  pictures,  his- 
tory of,  in  Venice,  849 ; 
yehide  used  in,  cxxxi, 
cxl,  cxliii 

Reynolds,  Sir  J. ;  his  con- 
triyance  for  absorbing  the 
oil,  cxliy 

Rhubarb,  88 

Ricci,  Sebastiano,  850  n, 
852,  853 

Rizzo,  Marco  Luciano,  xl 

Robbia.    See  Madder 

Rocaille,  792  and  n 

Roche  alum,  in  yamishes, 
628,  630,  632,  634,  636 

Rocou,  clxxyii 

Roman  yitriol,  burnt, 
dxxxyi,  650 

Rosa,  34 

— -  di  Fiandra.  See  Mad- 
der 

Rose  colour,  652,  704 ;  to 
make,  52,  54,  234,  270, 
282,  292,  310,486;  water, 
56;  to  make  it  become 
white,  716 

Rosato,  432,  434 

Rosette,  806 

di  Verzino,  680 

<  La  Rosette.*  772 

Rosetto  di  Verzino,  680 

Rosseto  di  Spagna,  660 

Rossetta,  to  temper,  504 

Rossetti,  Paolo,  1 

Rothomagensian  green,  124 

Rouget,  808 

Rubea,34 

— •«•  Major.  See  Madder 

terra,  34 

—  tinctoria,  clxxyiii 

-Rubens,  ccxx,  ccxcyii,  759, 
764,  830 ;  his  method  of 
painting  contrasted  with 
that   of   Titian,    cxxii; 
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Sansamno 

painted  his  '  Descent'  in  9 
days,  cxxiy;  his  direc- 
tions for  preventing  the 
yellowing  of  his  pictures, 
cccyii,  cccyiii 

Rubies,  to  make,  508,  510 

Rubrics,  806 

Rue,  to  make  a  green  colour 
from,  66,  650;  juice  of, 
how  used,  286 

Riischegel  or  Rauschgelb, 
clxiii 

s. 

Sabbatini,  cxlyi,  cclxxxyii, 
603,  604,  605,  618   } 

Sacramental  cups  with 
gems,  Ixxxix 

Sacro  6etino,  liii  and  n 

Saddles,  to  paint,  40 

Sa&r,  ccix 

SaflFron,  clxiv,  35, 114, 128, 
130,  158,306,  648,  786; 
when  procured,  clxy ; 
when  and  how  introduced 
into  England,  ib,;  dif- 
ferent kinds  of,  130;  to 
prepare,  504,  706 

S^o,  Sagium,  98,  100 

S.  Jacopo  di  Pistoia,  early 
paintings  in  the  chapel 
of,  xxy,  xcyiii,  xcix 

«S.  Pietro  Martire'  of  Ti- 
tian, cclxxxix 

'S.  Sebastian'  of  Titian, 
cxxxyiii,  858 

Sal  ammoniac,  385 

Salt  green,  116 

Salts,  their  presence  in  pic- 
tures injurious,  ccxliii 

Salyiati,  xlii,  828 

Salyino  degli  Armati,  the 
inyentor  of  spectacles, 
xxxy  n 

Samacchini,  what  grounds 
used  by,  cxlvi 

Sanctonicus,  36 

Sandal-wood,  516,  517  n 

Sandalica,  36 

Sandarac,  coliii,  cclxii,  115, 
488,  630,  644,  696,  698 

Sandaraca,  clxyiii,  ccxxix, 
113,  140,  246  n,  314 

Sandarace,  ccxxix,  314 

Sandaracum,  36 

Sandaraque,  804 

Sanders  blue,  cci.  See 
Azzurro  di  terra 

Saudis,  Sandix,  36,  175, 
248.     See  Madder 

Sanguine,  clxx,  806 

Sanguis  Drachonis,  36 

Sansayino  or  Sansoyino, 
xlii,  603,  605,  630,  638 ; 
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Sap 
yamish     approved    by, 
630 ;  stacoo  approved  by, 
638  and  n 

Sap  green,  ccxyiii,  420,  650, 
662,  706,  708,  786,  808. 
See  Pasta  Verde 

Sapin,  gomme  de,  295 

Sapphire,  to  colour,  506, 
524 ;  for  painting  on 
glass,  216,  242 

Saracens,  their  influence  on 
arts  and  commerce  daring 
the  dark  ages,  xxii,  cix 

Saturnine  red,  clxx 

Savonarola,  xxxvi 

Sbiadato,  650 

Scammony,  preparation  of, 
700 

Scarlato  col  secreto,  684 

Schiavone,  Andrea,  xU 

Schwanhard,  Henry,  332 

Seals,  to  take  impressions 
of,  75 

Sfregazzi,  cxxix,  cxli,  ccci, 
«79n 

Shades  in  general,  and  of 
shading  colours,  656 

Shadow  colour,  761,  786, 
822 ;  for  flesh,  ccxcvi, 
650,  651 ;  of  various  co- 
lours, 656 

Sheldrake's  Essays,  cclxix, 
cclxxii,  ccciii 

Shells  for  colours,  cvii,  274 

Shrivelled  surface  of  oil 
paintings,  to  what  attri- 
buted, cxxi,  230 

Silacetus,  clxiv,  36  and  a 

Silk,  to  dye  green,  558,  584, 
586,  598;  grey,  590; 
black,  '558,  584,  588; 
red,  580,  586;  purple, 
582  ;  violet,  ib, ;  blue,  586 

Silver  letters,  to  make,  51, 
61 ;  without  silver,  302, 
304  ;  to  write  with,  298, 
302,  464;  yellow  colour 
from,  335 ;  colours  from, 
for  painting  on  glass  and 
pottery,  334,  544,  614 
and  n ;  blue  pigments 
from,  ccx,  47,  48,  394, 
398;  to  gild,  222;  to 
try,  226 ;  to  grind  for  \ 
writing,  660;  to  gild 
with  amalgam,  624;  to 
lay  on  flowers,  668 ;  to 
apply  on  paintiugs  in 
water-colours,  786 

Silvering,  durable  methods 
of,  71 

Silvestro,  Don,  xxxii 

Simone  di  Domenico,  M^^, 
Ixii 

Sindone,  260  and  n 
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Sinopia,  exx,  cxxi,  cxxxix, 
clxx,clxxi 

Sinopis,  35,  I42,4««r^ 

de  Mellana,  clxxi, 

114,  144 

Sinople,  300,  302 

Size,  whether  found  on  Ve- 
netian paintingSfCXXxvii ; 
for  gilding,  466,  468 ;  or 
assiete,  262 

colours,  how  they  can 

be  made  to  adhere  to  oil- 
colours,  cxl 

Skins.  See  Leather ;  to 
turn  black  skins  white, 
83 ;  to  prepare,  562 ; 
with  or  without  the  hair, 
ib. 

Smalto,  Smalti,  Ixxxiii, 
ccvi,  ccvli,  ccix,  ccxxix, 
333,  340  and  n,  364,  526, 

,  616,  649,  804,  816; 
mixed  with  colours,  cxxv 

di   Fiandra.      See 

Smalto 

Smaltino,  ccvi,  ocvii, 
ccxxix,  712,  761,  804, 
823  n.     See  Smalto 

Smoke  of  burnt  nut  oil, 
pigment  from,  650 ;  resin, 
ccxxv,  ccxxvii,  650 

Smooth  surface  of  pictures, 
advantages  of,  730 

Soap,  116,  118,  346,  366, 
377,  496 

Society,  state  of,  daring  the 
middle  ages,  xvii 

Softening, -776 

Soldering  for  metals,  224 

Soler,  xxvi,  88,  89  n 

Solomon's  Temple,  propor- 
tions of,  796 

Sombre  del  Viejo,  cclxxxvi 

de  Venecia,  ccxxii 

Spadari,  Benedetto,  Ixxi 

Lo  Spagnuolo,  cdxxvii 

Spanish  azure  or  blue,  364, 
748  and  n;  green,  128, 
156,  266  ;  pitch,  ccli,  350, 
362 

Spectacles,  when  and  by 
whom  invented,  xxxv 
and  n 

Spike,  oil  of.  See  Oil  of 
Spike 

Spina,  P.  Alessandro  della, 
xxxv 

Spincervino  (buckthorn), 
green  from,  420,  422, 
428 

Spodio,  892 

Spirit  of  turpentine,  330, 
670,  672,  698;  used  to 
dilute  ^4he  colours, 
ccxxxii,  749 


Tavertinus 

Stagii,  Stag^o,  Fabiano, 
Ixxii 

Stains,  to  remove  from 
woollen  cloth,  &C.,  81 

Stanniferous  glaze  for  pot- 
tery, 338 

Stannum,  36 

Statues  were  frequently 
painted  daring  the  mid- 
dle ages,  cii ;  description 
of  painted  statues  in  the 
baptistery  at  Novara,  ciii ; 
wax  figures  of  Lorenzo 
de'  Medicis  painted  in 
oil,  civ;  of  wood,  co- 
loured in  Spain,  cvi ; 
method  of  painting, 
taught  by  Pacheco,  ib. ; 
monumental  statues  of 
stone  coloured  to  imitate 
life,  1*6. ;  of  terra  cotta 
coloured,  cv ;  to  paint, 
40,  762,  822 

Ste&no  da  Pandino,  Ixvii 

Stellerie,  to  make,  320 

Stil  de  grain,  clxiv,  808 

Stone  colour,  652 

— —  for  grinding  colours, 
how  cleaned,  738 

Stones,  precious,  to  engrave, 
1 88 ;  to  polish,  1 92,  ^20 ; 
to  cut,  216,  218;  for 
rings,  artificial,  506 

Stone,  oil  gilding  on,  668 

for  grinding  colours, 

how  cleaned,  738 

Stove,  drying  oil-paintings 
by,  cccvi 

Strassburg  turpentine,  ccl 

Straw  colour,  652,  704 

Stucco  invented  by  6io.  da 
Udine,  638  and  n 

Succinum,  ccliv 

Succus  Sambucis,  36 

Succus,  35  and  n 

herbarum,  36 

Sulphate  of  zinc,  620.  See 
Dryers 

Sulphur,  cxxv 

Sumach,  juice  of,  452 

Sun,  e  xposure  of  pictures  to, 
cxx,  cxxvi,  cxxvii,  cxxxi, 
cxxxv,  cccv,  cccvi,  cccix 

T. 

Tables,  to  redden,  312 
Tafi,   Andrea,  xxiv,  xliv- 

xlvi,  xlviii,  1 
Tano,  xliv 
Tarsia   work,   Ivii,    Iviii; 

three    Olivetani    monks 

most    distinguished    for 

their  skill  in,  ib. 
Tavertinus,  37  and  n 


Technical 
Technical  terms  in  painting, 

772,  774,  778,  780 
Tempera, whether  employed 

09    oil  paintings,  czxiv, 

cxxix-cxxxii,     cxxxiv ; 

for  colours  prepared  <  a 

patrido/  610 
Tempesta,  Antonio,  828  - 
Terebenthina,  ccxlyiii,  oclii, 

872 
T^rebentbine  de  Venise,  ccl 
Terlise,  cexc 
Terms,  782,  790 
Terra  azzurra,  cciii 
■         biaua.    See  Azzarro 

dJ  Terra 
da     Boccali,     clii, 

cclxxxyi,  730  and  n,  752 

—  di  Cava.  See  Terra  da 
Boocali 

— —  di  Campane,  ccxxvi. 

See  Terra  nera  di  Cam- 

paue 
crocea,  37 ;  seu  creta 

alba,  t6j 
di  Colonia,  cxxxiv 

nera,    nigra,   ccxxv, 

ocxxxix,  37 

nera     di     Campane, 

ccxxvi 

f  nera  di  Roma,  ccxxvi 

neradiVenezia,ccxxvi 

rossa,  cxli,  650 

rossa      d'Inghilterra, 


clxx,  696,  810,  816 
rossa  di  Spagna,  clxx, 

696 

rubea,  clxx,  34,  37 

di  Siena,  cxli 

verde,    ccxvi,    ccxx, 

ccxxxix,  37, 38, 126, 236, 

611,  650,  744,  772,  786; 

burnt,  ccxxii,  744 
Tcrraghetta,  335 
Terretta.  &c  Terra  di  Cave 
Terreum  viride,  126 
Terreus  color,  37 
Theo  of  Samoa,  828 
Theodolinda,  xix 
Theodore  of  Flanders,  xxvi, 

6,85 
,  recipes  for   colours, 

collected  by,  7,  85,  89 
Theodote,  ccxvii,  25, 37, 244 
Theophilns,  his  instructions 

for  mural  paintings,  xxv; 

his  varnishes,  cclxi 
Thierson,  or  Thiesson,  M., 

760,  764,  830 
Thread,  to  dye,  588,  595, 

598 
Thunderbolts,      what      so 

called,  204,  n 
Thus  album,  cclii 
Tiarini,  ccxcv 
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Tibaldif  what  grounds  used 
by,  cxlvi 

Tiepolo,  850 

Tierra  de  Esquivias, 
cclxxxvi 

Timanthes,  800 

Tin,  gilded,  how  employed, 
xcviii,  160,  162,  304; 
leaves,  to  beat,  160;  to 
gild,  162,  220,  240,  624  ; 
to  know  when  it  is  good, 
150 ;  to  calcine,  402,  540, 
614;  to  fix  on  coats  of 
arms,  818;  to  write  or 
paint  with,  146;  Roman 
and  Venetian,  327 

Tints,  various,  how  formed, 
156 

Tintoretto,  Jacopo  (Ro- 
bnsti),  xli,  xlii,  cxxxiii, 
cxxxvi,  cclxxx,  ccciii, 
863,  865,  867,  868,  869, 
870,  872  ;  his  method  ^of 
sketching,  cxxxix,ccxciv; 
and  of  painting,  cxxxix  n, 
cxli;  his  grounds,  cxl, 
cclxxxix;  colours  used  by, 
cxxxvi,  clxxxiii,  ccciii 

,  Domenico,  865, 

867 

Titian,  xli,  xlii,  724,  750, 
828,  858,  863,  870  and  n, 
872,  876,  879;  grounds 
used  by,  cxviii,  cxxvi, 
cxxviii,  cxxix,  cxxxiii, 
cxlii,  cxliii,  cclxxxviii, 
cclxxxix ;  where  he  pur- 
chased his  colours,  cxix ; 
his  methods  of  painting, 
ib.,  cxxiii,  cxxviii,cxxxii, 
cxxxiv,  cxxxviii,  cxlii, 
ccxcvii,  ccxcix,  ccc ; 
effect  of  daylight  discern* 
ible  in  his  pictures,  cxx ; 
shrivelled  surface  of  some 
of  his  pictures,  cxxi ;  con- 
trast of  his  method  with 
that  of  Rubens,  cxxii ; 
and  of  Paolo  Veronese, 
ccciii ;  his  remark  on  oil, 
cxxii;  his  method  of 
painting  blue  drapery, 
cxxiii  n;  repeated  his 
tints  many  times,  cxx. 
cxxvi,  cxxix,  cxxxiv, 
ccxcvi,  ccc ;  his  employ- 
ment of  asphaltum,  cxx, 
cxxviii,  cxxxii;  is  said 
to  have  used  a  yellow 
varnish  in  glazing,  cxxvi, 
cxxxii,  ccci :  what  vehi* 
cles  he  used,  ib. ;  fre- 
quently laid  on  the 
paint  with  his  fingers, 
cxxxiv;  whether  he  be^ 
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Turpentine 
gan  his  pictures  in  chia- 
roscuro, cxxxviii ;  early- 
pictures  by,  cxxxix ; 
whether  he  mixed  any  of 
his  colours  with  size,  cxli, 
cxlvi;  is  said  to  have 
used  more  oil  than  other 
artists,  cxli;  colours Bsed 
by,  cxix,  cxxix,  cxli, 
olxviii,  clxix,  eeii,  odii ; 
changed  his  method  of 
painting  many  times, 
cxlii,  ccxciii,  ccc;  fre- 
quently used  an  oleo-resin- 
ous  varnish  for  this  pur^ 
pose,  ccci ;  description  of 
a  miniature  by,  cceii ;  his 
method  adopted  partially 
by  other  schools,  oeeiv; 
his  frescoes  at  Venice, 
870;  causes  of  the  darken- 
ing of  his  pictures,  872 

Toni,  Angelo  Micbele, 
colxxviii 

Topo,  Ixxxv 

Torre  Flaminio^  ccxxxii 

Tracing,  or  transparent 
paper,  292,  376,  678,  680, 
734,  736 

Tracings  by  the  sons  of 
Bassano,  738 

Transfiguration,  ooxxvii 

Transparent  colours  fer 
painting  or  dyeing,  7; 
distinguished  from  body 
colours,  608 ;  colours,  610 

Travertine,  clii,  36 

Trementina,  ccxlviii,  379, 
380,  383 

Trevisano,  850 

Tribune,  xxxix  n 

Tucia  Alexandrina,  71,  82, 
100,  892;  to  prepare,  71 

Tura,  xliv 

Tnrchino,  cxxix,  ccii,  $51, 
761,  856  n,  and  see  Az- 
zurro  di  Terra 

Turessio,  Francesco,  xli^ 

Turetto,  xliv 

Turkish  paper,  marbled 
with  various  colours,  712 

Tunisol,  clxxxviii,  exc, 
cxcii,  86,  96,  98,  650,  $60 

Turpentine,  ccxlviii,  96, 98, 
686,  696;  Bordeaux  tur- 
pentine, ccli;  Btrassburg 
turpentine,ccl;  Venice  tur- 
pentine, ccxlix  ;  Chio  tur- 
pentine,  ccxlviii,  celxix; 
colours  tempered  with, 
294 ;  with  linseed  oil,  used 
for  cementing  the  mosaics 
of  the  Duomo  of  Pisa,  lii 

,  spirit  of,  used  in  paint- 
ing, cexxxii,  ccxlv,  330 : 
2  R 
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caution     necessary     in 
using  it,  ocxlviii 
Tatilo^  xxxiii 

u. 

Ultramarine,    It,    ccxxix' 

96,  113,  327,  772,  786, 
808;  whether  used  by 
the  old  masters,  cxix, 
cxxT,  cxxxi,  cxxxviii, 
cxxxvi,  ocx-ccxii ;  not 
much  used  by  the  Spa- 
nish punters,  ccxiii,  787 
n;  how  used,  cct,  ccx, 
ccxiy;  price  ot,  ccxiii; 
to  make  or  prepare,  47, 

97,  111,  114,  344-382; 
used  for  paindng  on  pot^ 
tery,  337 ;  to  distinguish 
the  real  from  the  facti- 
tious, 246,  340,  384 ;  to 
know  when  it  is  pure, 
744,  761 ;  to  distemper, 
660;  used  to  colour  ar- 
tificial sapphires,  506  ; 
whence  procured,  374 
and  n 

Umber,  ccxxi,  ccxxxix, 
cclxxxiy,  ccxcvii,  650, 
652,  654,  656,  658,  740, 
747,  810,  812 

Upechino,  xliv 

Urchilla,  cxcvi 

V. 

Vaccinium,  38,  250 

Vandyck,  ccxcv 

Varnish,  114, 162,618,742, 
763;  with  colours  in 
painting,  cxxiv,  cclxxv ; 
what  used  in  restoring, 
cxxxi ;  Damara,  cxxxv, 
cxxxYi,  cclxi,  see  Dama- 
ra ;  mastic,  cxxxv,  cxliv, 
632,  670,  723,  740,  840, 
see  Mastic;  earliest  Ita- 
lian, cclxi ;  vernice  11- 
quida,  see  Vernice  li< 
quida;  Ternice  comune, 
see  Vernice  comune ; 
of  Pds^ri,  cclxv;  gros 
yernis,  cclxvi,  840 ;  ver- 
nice grossa,  cclxvi ;  fine, 
840 ;  copal,  cclxix,  cclxx, 
olio  di  abezzo  and  naph- 
tha, cclxx,  634,  644,  670, 
672,  696 ;  oleo-resinous, 
cclxii-cclxix.  628,  630, 
632,  634,  636,  644, 
670 ;  of  resins  and  bal- 
sams, ccl/kix ;  of  balsams, 
or  resins,  and  essential 

.  oils,  cclxx,  cclxxi,  628, 


INDEX. 


644,  670,  688,  694, 
696,  698 ;  formerly  very 
thick,  cclxx,  cclxxi,  606 ; 
how  applied,  cclxx,  606  ; 
how  diluted,  when  neces- 
sary, cclxx,  606, 628, 632, 
636 ;  whether  used  in 
painting,  cclxxv-cclxxx, 
606  ;  Fra  Fortunato's  re- 
cipes for,  cccxii ;  of 
benzoin,  628,  030,  838, 
840;  that  will  dry  in  the 
shade,  628 ;  quick  dry- 
ing, 628,  630,  670,  672  ; 
slow  drying,  670,  672; 
for  all  thin^,  630 ;  tried 
by  Sansavmo,  ib. ;  for 
luteSj  leather,  cloth,  &c., 
cclxiv,  632  ;  for  colours, 
as  well  in  oil  as  in  other 
kinds  of  painting,  ib. ; 
for  arquebusses,  cross- 
bows, &c.,  636 ;  common 
varnish,  see  Vernice 
comune ;  for  writing  pa- 
per, 636  ;  '  alia  Fiamin- 
gha,'  644,  690  ;  of  gum- 
lac,  644,  686,  688,  694, 
696 ;  of  amber,  or  carabe, 
see  Amber ;  clear  and 
fine,  670,  696,840;  for 
picture  frames,  674 ;  In- 
dian, 686,  688,  694 ;  for 
painters  and  paper.  690  ; 
for  gold,  694,  838  ;  Chi- 
nese, 696 ;  highly  colour- 
ed, 762  ;  for  miniature  and 
picture  frames,  698;  of 
mastic  for  oil  painting, 
840;  not  always  appli^ 
on  pictures,  747  n,  762 

Vasari,  Giorgio,  Ixxv 

Vaulezar,  830 

Vecellio,  Marco,  865,  866, 
870 

,  Tiziano.  See  Ti- 
tian 

Vegetable  pigments,  184, 
200  ;  yellow,  clxiv- 
clxvii ;  red  lakes,  see 
Lake;  purple  or  mul- 
berry, clxxxviii ;  blue, 
ccxiv ;  green,  ccxviii 

Vehicle,  rapid  drying  of 
conducive  to  permanence 
of  colours,  cxxxiii, 
cxxxiv;  for  colours  for 
miniatures,  156 

Velasquez,  cxxii  n 

Velatura,  cxli,  coci 

Velo,  736  and  n 

Vendramini,  Giovanni,  of 
Padua,  xxxi 

Veneda,  38,  310 ' 

Venetian  azure,  761 ;  pio- 


Venice 
tares,  historical  account 
of  the  restoration  of,  845 ; 
lake,  clxxxi;  glass,  lix, 
xciv  n ;  red,  clxx ;  um- 
ber, ccxxii 
Venetians,early  commercial 
enterprise. of,  xiii,  xxii, 
xciii ;  had  manufactories 
of  gauzes,  cloth  of  gold, 
&c.,  during  the  middle 
ages,  xxiii ;  first  traded 
by  sea  with  Antwerp  in 
the    15th    century,   ib.; 
their  school   of  mosaic 
painting,  xxxix ;  of  Tar- 
sia   work,     Ivii;     glass 
works   at  Murano,    lix, 
Ixxxix,  xc;  seldom  prac* 
tised  painting  on  glass, 
lb. ;  their  commerce  with 
the    East,    xciii ;    their 
manu&ctory  of  gilt  lea- 
ther,    ex ;      sometimes 
painted  on  leather,  cxi ; 
famous    for    their    red 
dyes,  cxiv ;  acquired  the 
art  of  glass-making  in  the 
East,  xciii ;  traded  with 
the  ports  of  Egypt  and 
Syria  in  the  9th  century, 
to. ;  obtained  a  third  part 
of    the  city   of    T^^re, 
lb. ;    grounds   used   by, 
cxxvii,  cxxxi,  cclxxxiii, 
cclxxxviii ;  exposed  their 
pictures  to  the  6un,cxxvii; 
used    chiefly    earths    in 
painting,  cxxviii,  cxlii; 
early    method    of    oil- 
painting,  cxxxiii,ccxcvii ; 
various    other  methods, 
cxxvii,    ccxcix,    ccciv ; 
colours  used    by,  cxix, 
cxxiii,     cxxx,    cxxxiii, 
cxxxvi,  clxxxii,  clxxxiii, 
clxxxvi,      cciii,      ccxi, 
ccxviii ;    did    not  grind 
their        colours       fine, 
cxxxvii,  ccxxx ;  method 
of      painting     drapery, 
cxxviii,    cxxx,   cxxxiv, 
clxxxvi;  vehicles,cxxxii, 
cclxxiv,  cclxxix ;  the  first 
among  the  Italians  who 
paintedon  linen,cclxxxiii{ 
whether  they  began  their 
pictures    in     distemper, 
cccii,  cccix  ;  rubbing  the 
surface   of   the    picture 
with  pumice-stone,  cccvi ; 
'oiling  out,*   cccx;  mo- 
dern method,  cxlv 
Venetian©,  Frate,  603,  620 
Venice,  climate  of,  injuri- 
ous to  pictures^  883 


Venice 

Venice  turpentine,  ccxlix, 
cclxix 

*  Venus'  of  Xitian  in  the 
Barbarigo  pfi^^^,  858 

Verbleau.  See  Vert  bleu, 
38 

Vercanda,  38 

Verd  de  terre,  772;  and 
see  Terra  verde 

Verde  alomino,  425;  az- 
zurro,  ccxvii,  423,  424, 
431, 610,  648, 658, 659  n; 
eterno,  cxxiv  and  n, 
cxxxvi,ccxviii,  738, 744; 
di  miniera,  ccxvi;  di 
Montagna,  706;  porro, 
ccxvi,  648,  649  n,  651  ; 
di  Spagna,  ccxri;  di 
Vesicha,  ccxviii,  650 

Verdigris,  cxlix,  ccxvii, 
ccxix,  ccxx,  ccxl,  49, 
67,  126,  418,  427,  428, 
502,  648,  658,  668,  706, 
822,  804,  808,  820;  to 
refine,  664;  to  be  used 
with  varnish,  812;  or 
fat  oil,  814;  as  a  dryer, 
748;  mixtures  of  other 
colours  with,  652  ;  must 
not  be  kept  in  water,  740 

Verderame.    See  Verdigris 

Verdete,  ccxviii 

Verdet,  806 

Verdetto,  ccxvi,  ccxviii, 
ccxxix,  648,  649,  806 

Vergaut,  38 

Vermiculus,  clxxi,  38,  449 

Vermilion,  ccxxix, 

ccxxxvii,  cccii,  113,  138, 
140,  500,  522,  772,  804, 
814.  See  Cinnabar  and 
Kermes 

Vernice,  cclxi 

■  comune,  cclxiv, 
cclxviii,  607,  636 ; 
grossa,  ccliii,  cclxvi, 
cclxvii,  723,  742,  763, 
840;  in  grana,  ccliii; 
liquida,  cxxxv,  ccxxxix, 
ccliii,  ccliv,  cclxii,cclxiii, 
42,98,102,114,159,314, 
329,  339,  346,  489,  493, 
521,  593;  da  scrivere, 
ccliii,  cclxi 

Vernis  commun,  cclxv 

—  gros,  cclxv,  cclxvi, 
cclxvii 

Vemix,  ccliii,  114, 162, 240 

■ annarii,  372 

Veron€i,  Maffeo,  xlii,  clxix 

Verrinae,  Ixxviii,  Ixxix 

Verrocchio,  Andrea,  civ 

Verzino,  or  Brasil  wood, 
clxx,  cccxi  n,  44,  52,  54, 
56,64,  92,  94,  328,550, 


in:^ex. 


436,  438,  440,  442,  444, 
450,  612,  660,  682,  684, 
694,  702 

Verzino  Colombino,  clxxx, 
440  and  n 

lake,   cxxx,   cxxxvi, 

clxxiii,  clxxx 

Vesprum,  240 

Vestorian  azure,  804.  See 
Smalto 

Veze,  Andrea  delle,  xxxi 

Vicentino,  864,  867,  869 

Vicini,  xliv 

Villalpandus,  796 

Vinci,  Lionardo  da,  Ixv, 
cxxi,  cliii,  clxvii,  cciv, 
ccvii,  ccxxvii,  cclxvii, 
cclxxxviii,  ccxciv,  828  n ; 
his  experiments  on  oils, 
cxxi ;  description  of  un- 
finished picture  by, 
ccxcviii  and  n,  ccxcix; 
recommended  drying  pic- 
tures by  a  stove,  cccvi; 
his  careful  preparation  of 
oil,ccxxxii;  Last  Supper 
(Cenacolo),  871 

Vinegar,  to  make,  116 

Viola,  38 

Violet  colour,  482,  704 

water,  86 

Viride  Grascum,  ccxvii 

Hispanicum,  ccxvii 

Rothomagense,  ccxvii 

Salsum,  ccxvii 

Viridis,  37 

terra,  38 

Visentin,  Giovanni,  xl 

Viterbo,  Fra  Mariano  di, 
Ixxi 

V.iterolo  de  lamanea,  372 
and  n 

Vitriol,  to  know  when  it  is 
good,  596 

Vitriuolo  Romano,  clxxxvi 

Vitruvius,  798 

Vittorio,  xliv 

Vivarino,  Aloese,  ccxi 

Volpato,  Gian  Batista,  ac- 
count of  his  MS.,  721,  722 

Volterra,  D.  Gasparro  di, 
Ixxi 

Vouet,  759,  764,  830,831 

w. 

Walls,  to  paint,  298;  to 
prepare  for  painting,  734, 
788 ;  pavonazo  colour  for, 
442 

Warantia,  38,  175,  and  see 
Madder 

Water,  for  staining  any 
colour,  64;  for  distem- 
pering colours,  306,  316 ; 
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which  corrodes  iron,  77 ; 
which  cleanses  wounds, 
76 ;  for  cutting  glass,  494 ; 
for  gilding,  472, 466  ;  for 
painting  on  linen  and 
cloth,  490 ;  for  dissolving 
pearls,  542 ;  yellow,  490 ; 
(varnish)  to  apply  upon 
figures,  488;  of  quick- 
silver for  gilding,  476 ; 
coloured,  for  staining 
cloth,  84-89 ;  method  of 
working  with,  89 

Wax,  78, 100, 106,  372, 380, 
346, 348,  370;  found  in  the 
ground  of  the  gilding  in 
the  old  pictures  of  the 
Campo  Santo  at  Pisa, 
xcvi,  xcviii ;  supposed  to 
have  been  diluted  with  an 
essential  oil,  ib.  and  n ; 
used  as  a  varnish  for  pic- 
tures, ib.t  and  for  statues, 
c ;  as  a  vehicle  for  paint- 
ing, lb.,  306;  as  an  in- 
gredient in  cements,  c,  ci ; 
picture  by  Andrea  Man- 
tegna,  painted  with,  ci; 
and  by  Appiani,  ib.',  paint- 
ing now  practised  at 
Parma,  cii;  description 
of  process,  ib. ;  statues  of, 
painted  in  oil,  civ ; 
whether  used  in  oil  paint- 
ing, cxxii,  cxxx,  cxliv ; 
to  paint  in  oil  on,  820 ; 
its  use  during  the  middle 
ages,  228 

Weights  and  measures,  896 

Weld,  650  n 

Westminster,  early  paint- 
ings at,  xxiv 

White  pigments,  cl-cliii, 
480,  610,  648,  704 

chalk,  clii 

copperas,      ccxl, 

ccxlii,  ccxliii 

lead,  cxxxvi,  cxlix, 


cl,  cclxxxiv,  484,  650, 
738,  744,  770,'  804;  to 
make,  120,  484,  502,  698, 
804 ;  generally  a  good 
dryer,  cl ;  in  what  cases 
it  does  not  dry  well,  ib., 
818  ;  to  make  it  dry  with- 
out changing,  ib. ;  me- 
thod of  purifying,  ib., 
502 ;  as  a  dryer,  ccxxxvi, 
ccxxxix,  ccxli ;  whether 
good  in  grounds,   cxix, 

■    ccxci ;  mixtures  of  other 
colours  with,  650 

resin,  ccli 

—    of    Arabia, 


cclvii 


2  R  2 
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Wkiu 

Wkite,  to  temper,  ISO 

i  miztiirei  of  with 
other  oolonrii  656 
»  ■        for  pottery,  &36 


.     «-,    -  prepare 
for  paiatuBg,  833,  282 
— — — -  at  a  Yunush, 
Cdxxju,  748,  762,  816 
spreMi 


on 
rax  or  marble  as  a  pie- 
paration  for  paintiDg,  820 

Wincbetter,  early  paintiogi 
at,  xziT 

Wmdow-glaii,  sobetitatea 
for,  buck,  oelxzxiii,  339, 
492 

Windowa  of  atained  glaas, 
earliest  in  Italy,  Ix, Ixiv, 
IxxYi ;  sometimes  closed 
with  Talws  of  stone, 
IxxTi;  or  with  slabs  of 
talo  or  alabaster,  i6. ;  of 

fflasa,  not  general  in  Eng- 
isb  churches  in  the  rei^ 
of  Henry  III.,  Ixxvii; 
pot  common  in  private 
houses  during  the  middle 
agos,  ib, ;  when  com- 
monly nsed  in  France 
and  Kngland,  Ixxviii ;  in 


Vienna,  Ixxu  *  daring 
the  middle  ages  were 
movable,  ifr. ;  in  the  early 
Venetian  churches,  lix; 
snbstitates  for  glasa  in, 
Ixxx 

Wine,  spirit  of,  why  it  dis- 
solves old  paintings, 
ezxxi 

Woad,  cxv,  28 

Wood,  to  stain,  65,  80,  692, 
710,  712,818;  to  prepare 
for  painting,  228 

'  Writing,'  XXX 

— . on  glass,'  XXX, 

792;    with    ^d,    190. 
^Gold 
Writing-ink,  to  make,  590. 
Swink 


Y. 

Yellow  pigments,  diii,  648, 

C50 
vegetable  pigments, 

650  n,  660,  662,  694 

glass,  528,  542 

colour  on  glass  from 


ZwBCXtio 
silver,  Ixix,  l^pxxvi,  614, 

794 
Yellow  for  pottery,  5a« 
water,  490 

>■    -.     eoloor  for  ^nmtag, 
480 


earth,  how    to    he 
burnt,  746 

paste  like    amber, 

resin  or  pitck>  odi 
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Yolk  of  egg,  oxlv 


z. 

Zaffera,  saphra,  aafilire,  oeix 

ZafiPeraao,  clxiv,  35 

Zafilre,    ocvi,    covii,     odx^ 

649  n 
Zafirro,  ooix,  337,  5M 
Zamboni  or  Giamboni,  Mi-  ' 

cbele,  xl 
Zelotti,  865 
Zeuxis,  828 
Zinc,  sulphate  of,  620.    See 

Dryers 
Zio,  Alberto,  xl 
Zuccato,  Francesco^  xl— xHi 
,  Valerio,  xl,  xli 


THE  END. 
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